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BY VINCENT DEMASI 


“Inever thought of myself 
as a guitarist by nature," 
confesses Brooklyn song- 
stress Dayna Kurtz. “I’m 
flattered when people 
think I'm good, but I've 
only gotten better by 
accident. I write slide 
parts in my head, then I 
actually have to learn 
to play them. I look at 
slide as an extension of 
my voice. It's as if I'm 
absent-mindedly hum- 
ming along with the 
song’ melody.” 

And while a sultry alto 
voice and lyrically poignant 
folk songs with world-music 
overtones are Kurtz's calling 
cards, the body of expressive 
slide work on her fourth 
and latest CD, Another Black 
Feather [Kismet], shows her to 
be a unique and talented string 
stylist-accidentally or not. 

What inspired you to take 
up slide? 

Hearing Chris Whitley in 
the mid "дов opened my ears 
to the possibilities of slide, 
and how it could be emotive 
like the human voice. Early on, 
Ttoured with Kelly Joe Phelps, 
and watching him every night 
was like going to Bottleneck 
University. He taught me to 
take advantage of overtones, 
and let the sound of the slide 
interact with your voice, so I 


FALL 2006 е FRETS 


don't dampen strings the way 
a traditional player would. 

What's your current rig? 

My main guitar is a'59 Gib- 
son 1-50 strung with a .013 set. 
I like a high action that you 
have to dig into. In the studio, 
we miked the guitar, and also 
plugged into a Fender Twin. 
Live, I go directly into the board. 
Tamplify my guitar with a Bill 
Lawrence A300 soundhole 
pickup because it sounds closer 
tothe guitar's natural tone then 
anything else I've tried. 

What tunings do you use 
for slide? 

On Another Black Feather, 
Tused open DID, A, D, FÅ. A, D, 
low to high] or open D minor 
ID, A, D, F, A, D]. On my last 
record, 1 played "Fred Astaire" 
in open-A[£, A, Ch €, A, Ch low 


to high], because I was 
trying to approximate the 
sound of an autoharp. 

Is it hard to translate a 
song's studio arrangement 
to your typical solo-guitar 
performance? 

No. I actually have trouble 
the other way around. І сап 
write on acoustic, and visual- 
ize completed arrangements 
in my head, but the challenge 
in the studio is having to 
maintain a steady tempo. 
Because I usually perform live 
without a rhythm section, I 
speed up and slow down as I 
feel the song needs it. Some- 
times, I can adapt to bass and 
drums fairly well, but, often, 
ГІ want the chorus to be two 
beats-per-minute faster, or the 
bridge to be five beats-per- 


ent how I ፻፪ 
and all. 


ters." Гуе сегтай 
more fret counté 
shows lately. Pa 
like I'm putting st 
over on them Бесай 
nota trained guii 
other hand, it's 
regarded as more! 
chick singer, € 
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еуеп modified her instrument 
to accommodate the quarter 
tones that make those phrases 
50 exotic to the Western ear. 

When not fostering musi- 
cal brilliance among her uni- 
versity charges, Afshar is a 
regular on concert stages 
around the world. Her passport 
reflects tour stops on several 
continents, including Africa, 
Europe, and both North and 
South America, and she fre- 
quently travels to her native 
Iran to perform to sold-out 
halls. Along the way, she stud- 
jed with Segovia, collected top 
awards at Aspen and other 
prestigious classical competi- 
tions, and earned Bachelors, 
Masters, and Doctorate degrees 
in guitar performance. 


What inspired you to move 
beyond the traditional clas- 
sical repertoire? 

I'm just not satisfied play- 
ing oldies all the time. Of 
course, I play traditional clas- 
sical music, but I also play new 
material. I collaborate with 
jazz and blues musicians, who 
write for me. It sometimes 
takes me awhile to put it all 
together, but when it gels, you 
get a CD like Hemiapherea 
with all fresh pieces. 

To enable playing the quar- 
ter tones common in Eastern 
music, you added "fretlets" to 
your guitar. 

I don't know why I didn't 
think of it sooner. I wanted 
to play traditional Persian 
music on the guitar, but I 
couldn't because it needs 
quarter tones. I was trying 
to bend strings, but it was 
difficult to get the right 
pitch while executing 
certain passages. Then I 
decided to add the fretlets, 
and they're just wonderful. 
They give me access to 
more notes and sounds. On 
one particular piece from 
Hemispheres-*Gozaar" by 
Reza Vali-I needed € and 
А korons, which are quar- 
ter tones, in specific places, 
and that's where I installed 
the fretlets. The first fret- 
letis underthe sixth string 
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at the and fret. The others are 
under the three lowest strings 
at the 7th fret, and under the 
third string at the oth fret. 

Do you use this guitar just 
for these Persian-inspired 
pieces, or do you use it for 
everything you play? 

I take this guitar-a 
Humphrey Millennium-all over 
the world. Because the fretlets 
don't get in the way of anything, 
I can play normal music, as well 
as music that requires quarter 
tones. And if the next piece Reza 
writes for me is based on å 
different Persian scale and 
requires more fretlets, 111 add 
them. Fretlets simply provide 
more musical excitement. 
Quarter tones are very thera- 
peuticto me-they put me right 
at home-so it's great to have 
fretlets on my guitar. 

Has the music you hear 
around Memphis influenced 
you at all? 

Yes. I've learned how to 
play blues slide guitar! In 
2000, I won the Orville 
Gibson award for Best Female 
Classical Guitarist, and 
they gave me a steel-string 
acoustic. But I can also play 
slide on my classical guitar, 
and it works fine. I prefer a 
glass slide, which I useto play 
traditional Delta blues. Maybe 
one of these days I'll play 
blues in concert, too. € 
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GUY DAVIS' NARRATIVE BLUES 


BY PETRA JONES 


"Do it because you love it." 


That's the advice of master 
blues musician Guy Davis. 
Besides performing in Braad 
way musicals such as Zora 
Neale, Davis has acted as the 
legendary bluesman Robert 
Johnson and written his own 
one-man show, In Bed With 
The Blues; The Adventures of 
Fishy Waters. His latest release, 
Skunkmello|Red House], show- 
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cases Davis’ skills on 6- and 
12-string acoustics, banjo, and 
harmonica, as well as a dis 
tinctive sound inspired by 
Blind Willie McTell and Furry 
Lewis. 

“When I first heard blues, 
I was probably about eight.” 
says Davis. "In the '70s, when 
1 was playing folk music, a 
fellow named Eric showed me 
how he picked "Atlanta Strut" 


on ai2-string guitar. That was 
my hands-on intro to Blind 
Willie McTell.” 

Allthe songs on Skunkmello 
are new—except for “Blues In 
The Midnight Hour,” which 
wasn't recorded until recently, 

"I wrote that song in Eng: 
land years ago," he says. "I 
called up a girlfriend, and I 
playeditto her over the phone. 
Actually recording the song 
wasn't as simple. It took us 
about five or six sessions. The 
logistics of getting all the 
musicians in the studio at the 
same time was a nightmare, 
but thanks to my producer, 
John Platania, it got done. 
Post-production took even 
longer. Between the tweaking 
the editing, the boosting, the 
overdubbing, the re-recording, 
the speeding tickets, and the 
lack of sleep, it felt like it took 
forever to get that song down.” 

Although Davis started out 
playing a black Hagstrom HI 
electric guitar—which he had 
to persuade his dad to buy for 
him—he now uses a Gibson 
J-45, a Guild 12-string, and a 


cheap "road knocker" banjo 
He tunes 
the -45 to either standard or 
dropped-D, the 
12-58188 in open C. His claw 
hammer banjo technique has 


called a Rover. 


and puts 


been developed in 
years "the secretis 
real slow, because) 
and accuracy com 
repetition"-and then 
is the impressive} 
duet, “Shaky Puddin 
“Because I'm mos 
taught, it has taken mi 
to get where I am, bul 
quality playing is timel 
says. “I learned fingen 
one night from anil 
stranger while ona tr 
York. He was sifting 0 
me, watching me play, 
remember his name, bul 
awhile, he asked несой 
my guitar. I handed it 
and hes 


ing. He was missing 


index finger, so what lp 
my ring finger, ће 
with his pinky. At 
was a big Leo Kottke få 
paid close attention to whe 
mysterious stranger! 
Davis’ songs featur 
cast of characters, froma 
coat wearing gambl 
fondness for piein “Bi 
Ramble” to the lively 
thief, Skunkmello а) 
Liars and Loafers Club. 
“1 think I've alwa 
been dying to tell 
says Davis. "Storie! 
magical powers." е 
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PAS JORNEBERG 


used to watch his band, Toss 
the Feathers, every Sunday. 1 
was mad into it. Luckily, when- 
ever he'd call around, he'd give 
me a bit of a lesson, and, even- 
tually, mum and dad went out 
and got a banjo for me. That 
was it. I was hooked!" 
Meehan still has his first 
banjo-an antique 1918 Windsor 
("I'm not very good at parting 
with things")-as well as an old 
Framus tenor banjo and a 
Takamine EN10 acoustic gui- 
tar, which he plugs into a 
direct box and also mics when 
performing onstage. 
"Although I always knew a 
few guitar chords, I didn't start 


playing the guitar until I was 
13 0r 14,” says Meehan. “А good 
friend of mine, Gerry McMa- 
hon, played DADGAD, and I 
instantly thought 'This is 
brilliant—it’s the way to go for 
traditional music. So I wrote 
the tuning down on the back 
of a string packet, brought it 
home, tuned up my guitar, and 
that was it. I started practic- 
ing. I never really took lessons. 
1 just kind of messed around 
in the house.” 

No longer the new boy in 
Lánasa, Meehan is now fully 
involved in the songwriting 
side of the band. 

“It’s very much a five-way 


Meehan (center) flanked by the lads of Lünasa. 
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input," he says. "All the heads 
are put together. I've been with 
the band for over a year now, 
and when you get to know the 
lads, you're not as afraid to 
suggest things as you used to 
be at the start.” 

Meehan also enjoys writ- 
ing for Buille, which released 
its self-titled debut last year. 
The band combines Irish tra- 
ditional music with jazz and 
classical influences. 

“I found it very different 
working with a piano in 
Buille,” he admits, “But now 1 
enjoy it. It also helps that we're 
all good friends in that band, 
as well" e 
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(C) ASHLEY CLEVELAND GETS GRITTY 


TYLE SHEET ዌ 


BY SHAWN HAMMOND 


If the term “Christian rocker" 
conjures sonic images of 
simplistic, overproduced pop- 
radio fodder, prepare to rede- 
fine your views. Ashley 


- Cleveland-who appeared on 


14 


more than 200 albums before 
her 1991 solo debut, Big Town, 
and won a Grammy in1995 for 
Lesson of Love-not only 
eschews the trite clichés that 
many associate with the genre, 
but she also sounds like 
Avetha Franklin raised on a 
steady diet of the Rolling 
Stones and Joni Mitchell. 

"I got tossed into that 
crowd because 1 write songs 
about issues of faith, but I've 
always been a fringe person 
there,” says Cleveland. "It's not 
that I'm edgier, but the way I 
deliver-the way I say things- 
is grittier than where they're 
coming from.” 

Cleveland just released her 
seventh studio album, Before the 
Daylights Shot 204 Records]-a 
bristling, raw-toned manifesto 
that finds her acoustic rhythms 
powering a full-throttle rock band 
‘that includes husband/lead gui- 
tarist/producer Kenny Greenberg. 

Before the Daylight Shot 
features a butt-kicking band, 
but you tour solo. Why? 

- Kenny and Ihave three kids, 
and the music business 15 so 
unfriendly to family life, that 
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you have to be really cre- 
ative about it. Taking a 
band outis pricey, sol just 
takea couple of guitars and 
fly out on weekends. Rid- 
ingaround and sleeping in 
a van is for young people 
[laughs]. This way, I can fly 
to all my dates, stay in 
decent hotels, do my thing, 
and still make money. 

Do you have to rework 
your songs for solo guitar? 

No, but I've gotten pretty 
creative about it. Unless 
you're an amazing guitar 
player-and I'm decidedly 
not-it's just dull to listen 
toa regular old guitar after a 
while. So I use a lot of tunings 
to make the songs more inter- 
esting. For instance, “Queen of 
Soul” is tuned down a full step. 
1изе DADGAD a lot, too. 

What gear do you take on 
the road? 

Hike to rock, and I believe 
the acoustic guitar is the ulti- 
mate rock and roll instrument, 
but you have to have the right 
acoustic. You don't want shim- 
mery tones, you want a per- 
cussive sound, and Gibsons 
definitely have that. I have two 
custom 1990 Gibsons: a 
magenta J-180 and å turquoise 
Dove. A lot of people put 
sophisticated little mics inside 
the bodies of their guitars, but 


Ineed something that's sturdy 
and functions well with a vari- 
ety of sound systems-from 
state-of-the-art to pretty close 
to tin-can-and-a-string—so I 
equipped both acoustics with 
L.R. Baggs undersaddle pick- 
ups. I keep one guitar tuned 
down a whole-step, and I use 
the other for standard and 
other tunings. I use a Boss 
tuner as an A/B box for the 
two guitars. In the studio, I 
use a 1965 Martin В-ҙ5. which 
is pretty unbeatable. 

Who are some of your 
influences? 

My greatest influence is 
Neil Young. I just love the emo- 
tion of his songs and his play- 
ing. Neil, along with Stephen 


their guitar playin 
ft. I love their rl 
their feel. 1 also 


tening to James 


thematic changes. What 
informs your approach to 
composition? 

Well, m classically trained, 
and {had avery strict teacher. 
Hetaught guitar the way Henry 
Ford would show you how to 
build a car-by the book. I also 
listentoalot of 1940s and 508 
oldies, and I love the Beatles 
and old, cheesy love songs— 
they always have the greatest 
arrangements. So 1 don't like 
crazy stuff where you hear the 
same riff all the time without 
alot of variation in the struc- 
ture of the composition. With 
my songs, 1 hope that, by the 
end, I've reached a very high 
level of dynamic interest. 

Can you detail your gear 
choices? 

Ihave a Taylor 414ce that I 
knew was perfect for me the 
second I held it. I could play 


metal-or any other 
style-and it always 
translated the power of 
my playing. It carries my 
voice, and it's my one 
and only. As soon as I 
heard it, I gave my old acoustic 
away toa friend. I'usually stick 
with dropped-D tuning, and 1 
use pretty heavy strings. Right 
now, I'm using Elixir strings, 
gauged .013-.058. I like them 
because they're smooth, they 
can really take a beating, and 
they bring out my guitar's 
midrange and heaviness. 1 
remember that my teacher 
used a 2mm pick, but I like to 
sweep pick, and I can't do that 
technique very well on some- 
thing that big, so 1 956 Dunlop 
Tortex .88s for more control. 
My live setup is very stripped 
down. I just use the Expression 
pickup system that comes with 
the Taylor, and maybe a Boss 
RV-5 Digital Reverb for a little 
color. I use a DigiTech JamMan 
looper pedal to write songs. 
Do you have plans to put 
together an acoustic project 


ወ styLe SHEE 


with other players? 

I play hardcore with my band 
Capsized and Drowning, but, 
for my acoustic work, I'd like to 
stay solo. I'm in the studio now 
with my solo-acoustic material, 
and I hope to finish recording 
in the fall. I listen to a lot of 
styles, and I would like my CD 
to sound well rounded. For 
songwriting inspiration, I'm 
experimenting with DADGAD 
tuning, and some other wild 
variations. Different tunings 
are great, because the patterns 
you learned in standard tuning 
get so messed around that it 
confuses any muscle memory 
you may have in your fingers. 
And, by freeing yourself from 
any habits you've been relying 
on, you can get past any 
plateaus that may be holding 
you back creatively. This is 
funny-you know, I trytolisten 
to other acoustic players like 
Kaki King for inspiration, but 
I just don't. I love Kelly Clark- 
son. I listened to her music all 
the way home from Ozzfest. I 
think she's great. e 
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BY MARK WEHNER 


We all know the drill. Write some great songs, get them recorded, 
release a CD, and then... Well, that last part can get a bit sketchy. 
For most of us, it would be something akin to "lather, rinse, repeat." 
But singer-songwriter Arthur Godfrey has a different idea-one 
that could reshape how you might choose to present music, as well 
as affording the public a new avenue for receiving it. 

Growing upon the east side of Boston was far from idyllic for 
Godfrey. It included fear, heartache, and sexual abuse-hardly 
the experiences for writing bouncy little ditties Still, those expe 
riences have provided the underlying themes for many of his 
award-winning songs, as well as the motivation for his latest 
project, If I Only Knew Your Name-a multimedia event incor 
porating Godfrey's music with a scripted stage presentation. 

“I didn't want to write another CD,” says Godfrey. “I did five 
of them. I have one in my pocket. I say to myself, ‘What's the 


point of putting it out?’ I want to do something that brings what 
I do to the stage. People will still get a concert, but they'll also 
have it acted out in a very símple context. 

For the multimedia production, 13 songs were culled from 
Godfrey's East Side Of Town and If I Only Knew Your Name CDs. 
The songs make up a chronological journey throug 


h a tortured 
childhood, drugs and prison, a dysfunctional relationship with 


a hooker, and, finally, to a day when the ghosts can be laid to rest. 


"It's a story about people ov 


coming the negative side of their 
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past and making it through,” he explains. “Every 40 
envision as a small play, and I hope that you dont hi 
multiple times to get the feeling, texture, or subject 

While the songs are all Godfrey's, the accompa 
was co-written with Dallas playwright Edward Pill 


proved invaluable. 

“Having the chance to be on a few of his sets, and 
a movie is made up close, I became fascinated, andi 
iar with the whole process,” says Godfrey. “It enhan 
of getting my play a little further along. 

Godfrey and Pittman believe there are small theat 
the country that will welcome the show. A ten-minute 
be available soon to aid the presentation, and thesi 
hitting ther 2007. The ability todr 


ad sometime ir 


d theate 


music liste 


1, and 


frey's rea: 


want 50) 


thing more than just another CD- 
ply couldn't get interested in producing another 
mean, writing music is stimulating, but putting itini 


is blowing my mind. It's not like, ‘What are you dolni 


like, "What took you so long to get here?" Now it's fi 
my eyes and dream.” 


of the most respected songwriters in the 
idered what he knows that I don't. His 
as well as his albums with partners 
ts Kaplin-are chock full of songs that drive 
‘than most. I decided to start with the 
ere his early influences came from. 
bout Woody Guthrie, and he was born just 
Where I grew up in Oklahoma," answers 
illy intrigued with Woody and [Beat poet] 


time-which is a rather deadly com- 
» 


‘find ош how Welch manages to keep his 
pvative, 
int where you're just playing the same old 
to have something that’s going to knock 
sh,” he says. “Like a lot of people, I'll get 
[worn grooves-you know, the same old 
is. At that point, just take a capo and put 
‘the neck, or pick up a gut string or some- 
jÎ make you change the way you play.” 
d some marvelous material through 
nsuch as Alan Rhody, David Olney, and 
admits there's a danger in the practice. 
sal bastion of cowriting, and I've always main- 


it’s very important to continue to write 
а kind of dependency can develop. I've 


Guitarist Kevin 
Welch (right) 
lays down a 
song with 
bandmates 
Kieran Kane 
(left) and 
Fats Kaplan. 


seen it happen with great songwriters. They'll get used to 
cowriting, and used to having someone sitting with them say- 
ing, ‘Yeah, that’s good,’ Then, they can become terrified of writ- 
ing all by themselves, and trusting their own judgment. Now, a 
lot of songs want to be cowritten, but a lot of songs want to be 
written by one person with one point of view.” 

Anyone who has ever labored over a song should appreciate 
Welch's take on writer's block. 

“We're so compelled to be putting out all the time, and when that's 
not occurring, it makes us nervous,” he says. “But there are two song- 
writing modes-input and output. If I'm not writing anything, I tell 
myself I'm on input mode, and I don't worry about it. I'll do a lot of 
reading, or watch some films, and just gather information. I just 
have to assume that don't have anything to say right then. It can be 
unnerving, but you have to trust yourself, and say, ‘Okay, I'll go out 
and learn something, and then start writing again later.” 

Finally, І asked Welch to leave me with an aspect of song- 
writing that is often overlooked. 

“Songwriters need to remember that this isn't a written 
medium-it's a ‘heard’ thing,” he says. “Sure, some people will 
sit down and read lyrics, but 99 percent of people are only going 
to hear your song. When you're sitting with pen and paper, it's 
easy to forget that you're only writing the words down so you 
can remember what to sing. So don't worry so much about being 
"literary" You just have to make sure you design your words іп 
such a way that sends them straight into someone's ear, where 
that person can instantly get what you're singing about." е 


FRETS $ FALL 2006 


© writers 


17 


WRITERS © 


Jason Truby and his 
Charis SJ cutaway. 


"[ used to take the piss out of the guy who said this to me, but 
he was right,” admits Richard Archer, guitarist for Britain’s 
smash "dub-hop" punkers, Hard-Fi. “He said, “Your best friend 
is the [garbage] bin. The thing is, you have to be free to try any 
thing and everything without worrying about it. You might 
have someone sitting there saying, 'No—that's going to sound 
like rubbish. Don't listen, because it doesn't matter. Whatever 
you're doing might actually work, and, if it doesn't, don't be 
afraid to toss it in the bin and start over again. Maybe part of 
what you're trying to do will end up in a new song at a later date, 
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“You have to let the music come out, 
guitarist for P.O.D. "I think it was Bono who Said) 
we get out of the way, the music shows up! Wem 
to remove as much of ourselves as possible fi 
equation, and let the music happen. The less ool 
we put in it, the more beautiful it becomes; 
very emotional part of the human experience): 
you're communicating on that level, you're tapp 
people's spirits. If you hear a song in a minor key 
tells anyone how to react to it-it's already inside 
There's something that was innately put insid ofl 
beings to relate to music. When you start 8888 
that in your writing, it becomes a very spiritui 
the human experience. Now while P.O.D. is 4 @ 
band—and being Christian is part of who weard 
we write—when I play a G chord, it’s no differen 
Angus Young playing а G chord. We just try уй 
the chords to create an atmosphere where somai 
things can happen.” -Steven Douglas Losey 


Hard-Fi (left to right) Stave 
Richard Archer, Kal 
and Ross PÅ 


but don't drive yourself crazy over it. If you're busti 
over something, and it's not going anywhere, just chui 
never give anyone the chance to say ‘no’ Never play s 
ariff saying, ‘Oh, I've got to sort thedrums out, orchanges 
of the lyrics.’ You want to get everything as good as you 
bly can get it. You have to be sure that you're not justi 
yourself—you know, the old ‘it sounds good because its 
trap—and you want the people you trust to give you fê 
on the best you can do. Then, you'll know if you've gorsi 
thing, or if you have to dig in and work harder." —Bridget 


ARCHER-ANDY EARL; TRUS 


(ASTER 10888118 GUITAR 


Tile acoustic guitar is the instru- 
ment of the people, and Play Acoustic 
shows the people how to play it. This 
detailed and beautifully illustrated 
book explores the history of the 
acoustic guitar, from the яв age 
to the folk revolutions of the early 
1960s and late 1990s to the current 
rebirth о! bluegrass and the singer- 
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/ Pla 
| Acoustic 


Dave Hunter 


Spiral-bound with 2 CDs, 252 pages, 
ISBN 0-87930-853-2, 529.95 


songwriter boom. It's jam-packed 
with exercises, musical examples, 
and even complete compositions, 
many of which are featured on the 
two included CDs. This gorgeous 
spiral-bound book is essential equip- 
ment for songwriters and performers 
who want to play guitar in its most 
honest and compelling form. 


You'll learn 
+ More than a dozen styles, from rock, blues, 
and country to Gypsy jazz and African highlife 
« Techniques ranging from simple strumming 
and fingerpicking to right-hand fretting and 
behind-the-nut bends 
+ Acomplete range of alternative tunings 
and radical chord progressions 
+ Тһе history of the steel-string guitar and 
its makers 
+ How to read traditional notation and tablature 
.. and much more! 
Compiled by musician and author Dave Hunter, 
this book includes chapters by specialists 


including Rikky Rooksby, Kari Bannerman, 
Nestor Garcia, and Peter Madsen. 


4. 
Books 


Available at fine book and music stores everywhere. Or call toll free (866) 222-5232. 


6600 Silacci Way, Gilroy. CA 95020 USA, Phone (408) 848-8294, Fax: (408) 848-5784 
email backbeatØrushorder.com web_www.backbeatbooks.com 


Distributed to music stores by Hal Leonard Carp., to bookstores by Publishers Group West 
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MARTIN GUITAR 


MUSEUM 


BY JON CHAPPELL 


The story of Martin guitars is one for the ages and deserves to be inthe 
history books-or at least in the hall of a proper museum. C.F. Martin 
& Co, is now run by Chris Martin IV, great-great-great-grandson of the 


founder, Christian Frederick Martin. The company is an institution in 


the United States, not only for its status as the most enduring family: 


owned guitar company in our nation's history, but also because it evokes 
the ideal of immigrant grit in pursuit of the American dream, and а 
tradition of building and maintaining excellence in craftsmanship. 
The years have only served to burnish this reputation with dignity and 
historical significance. It's a story worthy of a museum, but there 
was no museum with enough physical space, collection of artifacts, 
or ambient gravitas to convey the story fully and properly. 

Until now, that is, when Martin provided their own solution, right 
onthe factory premises in Nazareth, PA. Opened in the fall of 2005, ће 
newly built, 32,000-square-foot Martin Museum-almost 10 times the 
size of the previous facility—looks like a fashionable modern art 
museum, with a sleek, spacious design, state-of-the-art display 


The area known as 
leather guitar case, as we 
and Cro: Stills & Nast 


ys 
y Nelson 
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technology, and a thoughtful strategy to the museum 


going experience that will delight history buffs and Ma 
am for many years 
expand our little museum into something very special)” 

Chris Martin, “one that can do justice in presenting ой 


incredible story to the many thousands of people who 


aficionados alike. “It has been my dr 


the factory every year to take the tour. Finally, that dnami 
veta spoke with Dick ВоаК-Мавї 
Artist Relations and Limited Editions Пігестог-10 (байд 


hascometo fruition. 


about the museum's concept, realization, and future: 


ÎÎ) û ask before deciding to build the museum? 

sinadequate, becaus ginally built 
nuseum area with rounded walls 
Shop gre 1m swapped 


a role 

had some rough floor 

People offered 

upermarket-style doors that are 

IBoweshared things like that asked, “How 
йог the museum?” and “Who are 


© woopwonkEns 


Museum Design Associates of Cambridge, which is just a phenom- 
enal group who specializes in just this type of thing 

What were the aesthetic considerations in making this a true 
guitar space? 

When the architect was laying out the lobby with the curved walls 
around the 1833 Shop. ooking at the floor plan from overhead, 
and it looked to me like a guitar body with the pathway coming from the 

nt door bi heneck. So the idea wasto simply inlay this idea using 
different materials. As you approach the building, a Martin guitar head 
stock is inlaid in the cement. Then, when you enter the front door, you 
walk down the marble inlaid fingerboard. The receptionist's desk is the 
soundhole. The lobby floor would be a dreadnought body, and this shape 
would be picked up in the ceiling as well. The design continues behind 
the receptionist's area where there is a guitar bridge. Also in the lobby 
is the “Wall of Fame,” which is made up of hundreds and hundreds of 


A close-up of the woodwork- The workbench of master craftsman C.F. 
ing tools that were state-of- Martin, Sr. Note the Edison light bulbs. 


the-art in the mid 18005. 


TS ወ FALL 2006 


моормовкеве @ 


albums and CDs that have been recorded using Martin guitars. 

Is the exhibit area divided into the periods that correspond to 
Martin's history? 

Yes, everything in the museum is іп a timeline. 5һагі West, who 
was contracted by Museum Design Associates, broke down the Mar- 
tin story into eight time periods that would become display cases: 
Getting Started, Innovation, Growth, Golden Era, Good Times, Acqui 
sition and Diversification, Unplugged, and Music/Martin History. 

Concurrently, I looked at the vast collection of guitars and divided 
them into different eras. That disclosed holes in our collection, which we 
filled through acquisition. We had a lot of success buying pieces in the 
marketplace. We're okay with having a guitar that's a little rough, as long 
as it is a good representation of that particular model or time period. 

Can you describe some of the exhibits? 

We begin with the very early part of our collection called “Getting 
Started: 1796-1850,” and it tells the story of how C. F. Martin went to 
work in Vienna for the Stauffer factory, rising to foreman and becom- 
ing an expert instrument maker, and subsequently came to the United 
States in 1833 after having a dispute with a violin maker's guild. 

In the display named “The Gentler Arts,” which represents the 
period from 1839-1873, we have “The Antique Workbench’ with the 
original workbench, patterns, and tool chest that belonged to C. F. 
Martin Sr., who brought them from Germany. We found so many 
incredible things—such as old pulleys from the North Street plant 
that drove the steam engine machinery—and we built a replica of the 
original work area. It even has three Edison light bulbs in it. 

In “1874-1929: Timely Change,” we have the early mandolins from 
the turn of the century and all the bowl-back mandolins. The 
“ukulele boom” display features the famous Konter ukulele that 
went on the Admiral Byrd expedition to the North Pole. It's signed 


by Alexander Graham Bell, Thomas Edison, Calvin Coolidge, Charles 
22 
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The "Unplugged" area features instru 
to celebrities such as Johnny Cash 


To commemorate the milestone of the millionth Martin gU 
serial no. 1,000,000—Chris Martin and inlay artist Larry, 
collaborated in making this visually arresting instrumenti 
two full years to complete the inlays, which were all handi 


Lindberg, Admiral Byrd and all the members of 
dozens of senators and congressmen. An origini 
nought is also on display. Martin made instru 
Company, and that's when the dreadnought арра 

The next area is “The Golden Era,” whichidg 
through 1945, and features “cowboy guitars” 
Gene Autry, and Tex Fletcher. 

The "Guitar and Pop Culture" section has todo) 
"бов. The display cases contain hand-tooled ІМ 
belonging to Elvis Presley and Ricky Nelson, pli 
tars and a banjo for the Kingston Trio. There area 
signature models, including guitars from Joan Bi 
Arlo Guthrie, and Crosby, Stills & Nash. One oft 
guitars is the red Martin GT electric from (һе 6 
D-28E from Johnny Yuma, the character on the TWS 

There is an area that covers the period from19 
the “Unplugged” area, with exhibits of Johnny Gi 
Willie Nelson, and Marty Stuart. Four sustainabl 
done for Sting, plus there's the original Clapton 0 
strings have always been an important part of what 
one section on their history dating back to ће! 
century. There is a display showing instrume 
“oddly,” such as the McGuinn 7-string, adouble пе 
in Nashville tuning, and some unique Backpacker! 
“Current Time" covers music history as well 
focuses mostly on signature editions we offernow, 
Beauty and Black Beauty guitars from Eric @ 
12-string, Steve Miller's koa-topped guitar, the St 
12-fret, the CF-2 archtop, and the OMJM John Mayer sig 


How do you accommodate visitors who want totr 
The real high-end stuffis in the Pickin’ Parlor, 


Ө woopworkers 


The "Pickin' Parlor" is the pot of acoustic gold at the end of the Martin Museum rainbow. 
Here, visitors are invited to try out a variety of Martin guitars, including high-end models. 


the impression of walking 
( The reception desk is the 
th inlaid rosette. 


bu have to ask permission to go into this area. 
is, limited editions, and archtops—$5,000- 
ne сап play under our supervision, if they 
Where people go to jam a little. 
used for performance as well? 
performers play in the lobby for different 
е Judy Collins and Tom Paxton playing 
imental—no pun intended—in the open 
Ntin 1964. Frank Martin invited them to per- 
ik; they came and performed, and were 
sa thank you. We thought it would be great 
complete the circle. 
Its here, and the lobby са 
Many people hold their organization's 
the Martin Owners Club, and Laurence 
ial Martin Guitar Forum on August 6th. 
for this before, but now we can host such 
on to all the museum has to offer 
ponsible for populating the museum with arti- 
‘choosing which pieces would be exhibited? 


accommodate 


The 1833 Shop serves as the gift store. 


for the real old stuff. And 
I would have 200 guitars 


Actually, we didn't have a lot of cho 
conversely, as you get into the modern item 
and only room for 20. So the trick was figuring out how to display the 
guitars and still tell the stor 
ing was finished. Before we moved in, we used the new second floor to 
lay out and plan the exhibits. If I saw holes, I started looking for things. 
I had been sorting and gathering for months, but now I hadit all togeth- 


. Everything fell into place when the build- 


er and got a feel for what was missing and what was needed. I would 
think about an empty space for days and try to figure out what I could 
put there. It was really a wonderful process for me. 

There are about 180 instruments in the exhibit and all are cap- 
tioned. The first guitar in outer space—one of our Backpackers-is 
on display. There is a 1930 pitch pipe that was among C.F. Martin's 
personal belongings. It was a patent-pending design that the inven- 
tor must have sent to him, and you could turn a dial for the note you 
wanted. It's very cool. 

What we found in furnishing the museum exhibits is that we 
have ло much more. We have a tremendous amount of material to 
archive, including letters and instruments. That will be our next 


challenge-archiving all of this wonderful, historic material. е 
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TAYLOR 
GUITARS rear 
ረ and Bob Taylor met as struggling luthiers: 
shop and managed to create one of the 
guitar companies. It’s a dramatic tale ûj 
disappointment, and eventual triur 
geeks will delight in details about 
manufacturing, while Taylor ownera w 
i ing the history of the various models am 
from pencil-and-paper aketchea into 4 
instrumenta. 
Тау!огА extensive quotes are pan 
He credita other luthiers—including 
ЗО Years of a Carruthers, Jean Larrivée, and Augu 
New American Classic providing him with techniques and inapln 
Anderson ах being the catalyat for 
work with computerized milling macl 
why Taylor developed Auch radical. 
Technology neck, finger-jointed head 
and Expression System electronics, 
custom, celebrity edition, and one-of-a: 


following excerpta from Taylor Guit: 
of the New Technology neck. —Andy Ellis 


The New Technology Neck 
Bob Taylor's first 20 or so years as a guitar mål 
honing his building techniques, learning to 
complex tools, and refining his designs. 
х. such as making slimmer necks or using Бай 
ነ evolutionary rather than revolutionary. ТІ 
refinements of components that already е 
Technology neck, or NT neck as it came to bel 
pletely new approach to attaching the neck te 
The standard method of attaching a neck t 
required that the fretboard extension be 
instrument. This was true whether the пі 


A crucial part of the Expression System, 
this under-fretboard pickup captures 
signals from the vibrating strings. 
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The Taylor Expression System consists of two 
magnetic Dynamic Body Sensors mounted under the 
top, a magnetic Dynamic String Sensor mounted in a 
channel underneath the fretboard, and an onboard 

preamp designed by audio guru Rupert Neve. 


bolts or a dovetail. “That means the neck attaches 
places,” Bob Taylor explains. “At the heel jointe 
via the upper part of the fingerboard. Thus, then 
of the tension support duties with the body, 
for the task.” On the NT neck, the fretboard exti 
supported by the end of the neck, and the wholes 
set into a pocket cut into the body and top. “Ассф 
design, you actually inlay the fingerboard inta th 
tar, leaving a virtually undetectable .003" or 008 
around it. Underneath the fingerboard is а 
mahogany, so we have special blocks that go inf 
ly different-you"re fitting the neck into the body 
a neck is dovetailed into the body of a violin oF 
But instead of the support being up on top of 
down flush with the instrument. So when youlg 
it looks exactly the same as acoustic steel-strin 
always looked." 

Another innovation on the NT necks was а 
an ancient building technique: making a thre 
grafted-on headstock and stacked heel. In tê 19 
guitars were made in this fashion, but in the early 
century, builders in America began to switch 0 
necks, which held up better under the extra (елей 


Fitting the NT neck into the 
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'guitar body using 
trolled (CNC) milling machine. 


“пей three-piece neck has a heel that's 
ig One big wasteful piece of wood cut all 


ins. “Also, the headstock is grafted 
ical guitar builders have used for- 
We use a new finger joint, and they 
complex finger joint Taylor came 
‘than a solid piece of wood, and uses 


Б 10 Work out all of the kinks on the NT 
tv guld not have been possible without 
bvided by the CNC mills Taylor had been 
ide. “When people designed guitars 
å workbench with chisels and hand 
and hammers, and their thinking 
it, determined by these tools. They 
laris going to be anything I want it to 
е to separate their understanding of 
ledge of how to make things. In other 
ve of a design we'd think of today that 
.008"-wide slot, because they did- 
lt cut that slot. 

that and many other technological 
Jf decades ago. We bought our first Fadal 
started carving necks and cutting 
ovethe quality of what we had been able 
Slike the high-tech methods Taylor has 
peed things up, we are essentially using 
to mimic the way the guitar was 

å long, long time ago.” 


The NT neck was more complicated to make than the bolt-on 
neck Taylor had been constructing up until that point, but it solved 
a number of structural issues that had been annoying Bob Taylor 
for years. And the combination of the three-piece neck and the pre- 
cision of the CNC machines meant that Taylor was wasting much 
less wood than before. “We want to consume less of a tree every 
time we make a guitar,” Taylor explains. "Why cut down a tree to 
make 50 guitars when you can figure out a way to get 100 guitars 
from that same tree? Some people might say it's just an economic 
move on our part. Well, no it isn't. It's a determination to be less 
wasteful. We're nearing the end of our resources. There's enough 
of it now, it's renewable, so let's not waste it." 

Starting in 1999, Taylor began phasing NT necks into the 
entire line. 9 


Excerpted from Taylor Guitars-30 Years of a New American 
Classic, by Michael John Simmons and published by PPV Medien. 
© 2003 PPV Medien GmbH. Used by permission. For more infor- 
mation, visit taylorguitara.com. 


Larry Breedlove hand 
painted the soundhole 
flames on this purple 

jumbo 12-string, which 
Taylor built for Prince. 


Sporting a pointed 
Florentine cutaway, Taylor's 
first Grand Concert model 
was built for fingerstyle 
guitarist Chris Proctor. 


The Doyle Dykes model 
in black finish. 
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escribed by critics as “eerie,” “mystical! а 

Neko Case's Fox Confeaaor Brings'the 

Eastern European storytelling with roots 

magoric singing and playing. Initially pegged as an alta 

Case has evolved into a visionary songwriter and sp 

ist whose sound is as unique and idiosyncratic as 

composer Angelo Badalamenti, or rockabilly maverig 

son. Case's fourth full-length studio album, Fox 00) 

strands of folk, blues, deep twang, old-time country, andi 
into a tapestry that's as surprising as it is satisfying, 

The red-haired Virginia native and Chicago transpi 

Ukrainian grandparents for instilling in her а 10980 

tales, and dark imagery, and we hear these influences 


J Contemporary songwriters— 

nply to describe their emotions— 

ir Witness,” for example, we 
her cinematic lines: 


Aidewalk skins my knees 
blood on my jeans 
th of July roll off in а crooked line 
he Red Tails dive 


M ecountry-noir sounds of Confessor, 


band were setting up for a show 
id Hall, in Eugene, Oregon. 


|Fox Confessor Bringa the Flood? 
course of about two-and-a-half 
ig that period I was recording 
and also Twin Cinema with 


vith analog tape—the best I know. 
studioalbum, released in 2002] 
d well together. Plus Tucson is 


g with a hard-disk system? 

(ерші the tracks into [Apple] Logic 
the best of both worlds. 

je cast of musicians and singers, 

T of Calexico and Giant Sand, Kelly 

y Garth Hudson, as well as Jon 

n your touring band. Was it diffi- 


Hudson, who was an excellent sur- 
ing to use on différent songs, so 

d people's availability. The Sadies 

o record at Wavelab, but Howe Gelb 
d John Convertino [Calexico] live 


there, so it's pretty easy to coordinate with them. Also Jon 
Rauhouse, my longtime pedal-steel guitarist and banjo player, lives 
in Tucson. It was a fairly laid-back process to get everyone into the 
studio. Things just fell into place. 

Garth Hudson plays on four tracks. How did he get involved? 

Peter Moore-the mastering engineer for all my records-is good 
friends with Garth, and has known him for years. After watching 
The Last Waltz, I thought about how wonderful it would be to have 
Garth on the album. I figured it was a long shot, but 1 called Peter, 
and before I could finish the question, he shouted, "I'll call him 
right now." A week later, there was Garth Hudson in the studio. It 
was literally that simple. He was a complete joy to work with and 
be around. He's a wizard-we got very lucky. 

Fox-Confeaaor features rich vocal textures and intricate 
harmony parts. How did you choose the other singers? 

Having Kelly Hogan add vocals was a по-Втаіпег-5һе 5 the best 
singer I know. My friend Rachel Flotard [lead guitarist and singer 
for Visqueen] was new to the mix. I'm a huge fan of hers, and I 
wanted her to come and be a part of this, because I thought she'd 
add a different sound to certain songs. 

Do you rely on the background singers to come up with the 
harmonies, ог do you compose them? 

It's half and half. Because Rachel and I sang our harmonies 
together, we could work them out as we went along. 1 asked her to 
singa couple of parts, and she made up a couple of parts to go with 


æthose. We didn't think about it too hard. And Kelly is amazing- 


you don't ever have to tell her what to do, and she always takes the 
note less traveled. 

Can you explain that? 

She makes her part unique and different, and I marvel at how 
she does that. Picking out harmonies to fittracks that have already 
been recorded can be incredibly difficult, but because Kelly is freak- 
ishly in tune with the music, she makes it seem easy. And she 
doesn't have an ego about it. She'll say, "I'm going to sing three 
things. Pick what you want." I've found that when we're mixing, if 
we don't use a certain harmony in the beginning of the song, we'll 
have added it by the end, and it sounds amazing. Kelly has a ridicu- 
lous amount of knowledge about singing, but it's not learned, it's 
just inside her. She's very strategic—our hired assassin [laugha]. 
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What's your favorite studio vocal mic? 

1 use an Audio-Technica AT4050, and have for years. I sing really 
loud, and ribbon mics can't take the timbre of my voice-I make 
them distort. Neumann condensers just'completely shut down, 
and I've never liked them for my voice. But the 4050 can take it, 
and it lets me hear everything without coloring my vocals. The 
4050 has selectable omni, cardioid, and figure-8 pickup patterns. 
I put it in omni because I like my mic to be so sensitive that I can 
hear my feet on the floor when we're recording. Which is funny, 
because I record in the control room 

In omni mode? 

Yeah, we make it work. We put baffles between me and the engineer, 
but there's no glass or booth separating us, which makes it easy to com 
municate and creates a more comfortable singing environment. 

Despite the different ensembles featured on Fox Confeaaor, 
the album has а sonic cohesiveness, Of course; most of this stems 
from your voice, but the way you've embraced reverb on this record 
contributes to the vibe, as well. You and My Morning Jacket seem 
to be on the cutting edge of a reverb revival 

We might be the only ones [laugha]-it's very unpopular. But 
yeah, I love reverb, and I love the sound of old vinyl recordings. 


which makes me a super-nerd. We mixed the record to sound like 


vinyl, and we asked Peter Moore to master it with that in mind 
Did you track with reverb or add it later? 
We didn't use reverb at Wavelab; 1 added it during the mixing 
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“Тһе songwriting | really appreciate says the most with: 


though I can't say I fully adhere to that 


at Iguana Recording in Toronto, where I also didai 
I used a [EMT 2621 gold-foil plate for most f 
because we didn't want the reverb to be the пей 
we also used a lot of natural hallway and сһатімг 
Altiverb [convolution reverb] plug-in. The Ally 
nasty like typical digital reverbs, 

Do you enjoy recording, or do you find it stressi 

For me, it's a really comfortable situation, aima 
vacation. It's work, but no one else can see you fie 


mas with your dog, and you can take lunch Wi 


Obviously, there are stressful moments, butt 


people involved. Sometimes ideas multiply ike 
ing down the ones you want to keep is really 


In the liner notes you're credited with mixingm 
with producer Darryl Neudorf. Do you take an 
process as well? 

I'm there for every single second of making tg 
is very labor intensive—not a job for the баор 


much ôf a control freak to not be involved, Theo 
and even for that I like to be tht 
How would you describe your approach tom 


go is mastering 

When we tracked the songs, everybody was pret 
let go and cut as many parts as they were inspi 
cally, we kept everything, and everybody got toi 
but not playing at once. During mixdown, weld bı 


Case's S 
_ in an effort 


figuration, a mi 
the tone of Ca: 


weused for Blacklisted. 

ple playing here and there 

sounds so very cold and sci- 

ize it down. Musical ideas 

[into my songs. But the ques- 
inage to stay?" 


No too, or sometimes I just sing 
for writing, recording, and 


Guitars, but I also wrote a lot on 
racoustic tenor that's very 
2 amazingly loud. Those little 

found, It has a really rich, beau- 
Gibson TG-O tenor. It's a 
has started to pull up a bit, which 
150 I don't take it on the road any- 
[ even though it's 30 years older. 
on Hummingbird that's in really 


s custom SG with P-gos, which 
tsch Jet electric tenor. Unfor- 
‘the bridge on it at one point, 
d not to take it on tour any 


- close-miked timbres, creating a lively, open sound. 
` The AT4050's nickel-plated, machined-brass 
` shell houses а dual-diaphragm capsule. In addition 
` to switchable cardioid, figure-8, and omni polar patterns, 
= the mic also sports a switchable 80Hz hi-pass filter and 
10dB pad, and offers transformerless circuitry. —AE 


ecret Weapon 
to prevent ambient noise from polluting their vocal tracks, 
typically use mics set to fairly restricted pickup patterns, Case, 


‘however, takes another route, opting to set her preferred 
| Studio mic—the multi-pattern Audio-Technica AT4050 
large-diaphragm condenser—in omni-mode. In this con- 


iic picks up sound from 360 degrees. Thus 
se's voice filling the room blends with her 


more. Onstage I run my acoustic and electric guitars into a Carr 
Rambler 1 х 12 combo. It's the best amp I've ever had. I fell in love 
with it because it has the most incredible sustain and the best 
tone, it isn't too big, and it's loud. My Martin has a very sensitive 
pickup-some kind of little microphone-that feeds back like crazy 
when I go direct into the house mixer. But plugging into the Carr 
solves that problem. All my guitars love that amp. 

How do you string and tune your tenors? 

Most of the time I tune to D, б, B, E-like the four highest strings 
of a regular guitar-which is one of the standard tunings for a 
tenor. But sometimes I make up my own tunings, like D, G, A, D 

„Пом to high], which I used for “John Saw That Number." If you're 
іп а rut, altered tunings can get you out of it by freeing up your 
options. For strings, I just use the top four from a .o11 set. No par- 
ticular brand-T'll buy whatever is handy. 

There are some beautiful string parts on Fox Confessor. Who 
wrote and arranged them? 

Joey Burns is our main string guy. He'll come in and play maybe 
three tracks of bowed bass and cello, and then [violinist] Anna 
DeWolf might come in and play a part over that. Nobody really 
wrote anything on paper, the parts evolve with the song in the stu- 
dio. I wrote the dun-dun string part for "Dirty Knife." 

Do you favor a special time or place for songwriting? 

I write pretty much anywhere, but I finish everything at home. 

How do you keep track of your songwriting ideas? 
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Case strokes her '60s 
Gibson Hummingbird. 


I have a little hand-held tape recorder use to capture idéas. 
The recorder has a counter, so I'll write down where something 
happens, and add it to a list. I'm pretty good at remembering 
things, though I'm often surprised about what fits with what. I'll 
hear something and think, "I wonder if I сап make this go with 
that other part?" At that point, Г ask [guitarist and bandmate} 
Paul Rigby for help: 711 say, "Hey Paul, these parts are in two dif 
ferent keys. Is there one chord that willunite them?” And because 
Paul has an infinite knowledge of chords, һе! ғо, *Dmajz." 

You also cowrote the album's title song with him. 

Yes, and he helps me with arrangements too. I might say, “Look, 
Lwarita C chord right here; but I'd like a different voicing: What 
can we use?" He'll play every possible voicing of C, and I'll go, "Ooh, 
that one sounds good." 

You took the photos and did a lot of the artwork for the elabo- 
rate Fox Confessor booklet. Does your interest in the visual arts 


affect your songwriting? 
I'm sure it does. I have an art degree, and Й 
me a good sense of the creative process, Also ШК 
pictures for me, and, in fact, 1 think of my songs 

Do you do а lot of rewriting and editing, ord 
emerges first has the magic? 

I'm ап editor, for sure. Becaused'm prety 
myself down а lot. The songwriting! reallyap 
ple and says the most with the least words, 
fully adhere to that approach myself, because lima 
true to my style. 

Can you verbalize what that is? 

Well, it doesn't really conform to a particular son 
more linear than a cyclical verse/chorus/verse/dhg 
I guess, it's abitodd.In away, l'mjustnowfiguningg 
is, and I finally feel comfortable as a writer on this) 
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Creating music without borders is Fareed Haque's 
specialty. His core desire is to seamlessly weave 
South Asian classical music—including Indian 
and Pakistani influences—with jazz, rock, and 
Western classical forms. His latest album, 


The Flat Earth, is an impressive realization of 
that goal. The album showcases Haque's com- 
positional prowess and guitar chops, and finds 
the Pakistani-American musician performing 


on classical guitar and a sitar-guitar hybrid, as 


well as electric guitar in both fiery and геНес 
tive contexts. His sound-a unique amalgam 
that owes as much to Grant Green and John 


McLaughlin as it does to Ravi Shankar-is at 


the heart of the record, but he leaves plenty of 


space for his stellar band, the Fareed Haque 


Group, to shine. The diverse ensemble includes 
Kala Ramnath on violin, Salar Nader and Kalyan 
Pathak on tabla and percussion, Rob Clearfield on 
keyboards, John Paul and John Tate on bass, and 
Dan Leali and Cory Healy on drums. The team 
of virtuosos takes Haque's meticulously con- 
structed compositions and infuses them with 
exhilarating solos, intricate interplay, and plenty 
of energy. 

Haque is well steeped in pushing sonic 
envelopes. Since the late '8os, he has recorded 
several high-caliber jazz-world fusion albums 
for Blue Note Records and Sting's Pangaea 
label. He also recently composed and performed 
From the Eye of a Hurricane, a Spanish guitar 
concerto commissioned by Chicago's Fulcrum 


BY ANIL PRASAD 


D 
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Point New Music Ensemble. In addition, he plays acoustic Mace- 
donian guitar music in a duo with guitarist Goran Ivanovich. 
He's also routinely breaking boundaries with progressive-jazz 
jam band Garaj Mahal and saxophonist George Brooks' Summit, 
an Indian-fusion act that features the legendary tabla master, 
Zakir Hussain. 

In addition, Hussain plays a major role in Lahara-Haque's new 
concerto for sitar-guitar, tabla, and symphony orchestra-which 
is also dedicated to the tabla player. Lahara was performed last 
September with the Chicago Symphony Orchestra, conducted by 
David Allen Miller, and Haque has plans to record the work. 


Tell us about your desire to integrate so many varied influ- 
ences into your music. 

My objective is to bring together music that dances, music that 
is serious, music that is classical, and music that is folkloric. Those 
four elements represent polarities in the music world that don't 
need to exist. The distinctions are like Descartian dualism in that 
long ago, people made an arbitrary decision to keep these things 
separate, and for no good reason they've stayed that way. In the 
process of combining these things, you run into a real myopia. Typ 
ісаПу, virtuoso musicians only work with other virtuosos, so-called 
serious music critics only see serious music, and listeners who 
want to jump up and down at shows only go see fun music. I'm try 
ing to break through those barriers with a group of really diverse 
musicians that enjoys working together, and it's succeeding. At a 
recent gig, half of the audience was intensely focused on the music 
and sat with their eyes closed, and the rest were up dancing and 
grooving. 

Describe your compositional process. 

Typically, compositions pop into my head almost full-blown. A 
sense of proportion and the basic structure arrive intact, and then 
I'm left to fill in the blanks. It's similar to an author who comes 
up with the basic story and then finds the actual words to express 
it. usually intuitively know what rhythms and tonalities I'm look 
ing for, as well as what instrumentation will best fit. Sometimes, 
I'll try ideas out on the guitar if it's around, but mostly I put pen 
cil to paper and notate everything I hear in my head. 

My big struggle is to avoid having the ego compromise the 
music. I don't like music that's difficult for its own sake, but because 
the ego likes complexity, it can sometimes be hard to write some: 


thing really simple. Then you have the problem of musicians look 
ing at what you've written and saying, "It's so easy. How can it be 
any good?" So, another struggle is finding players who can look 
at something simple and say, "Wow, this can have great value, 
integrity, and be musically significant.” That's the mark of a great 
musician. 

Does improvisation play a role in your creative process? 

Irarely write pieces based on an improvisation, but when I have 
a piece in my head and write it down, I create an area in it where 
there is room for improvisation. One of the reasons 1 sometimes 
pursue simple structures is so the melody can be embellished 
through improvisation 

What acoustic guitars did you play on the new record? 

I play two classical guitars: a spruce Рейа Fernandez, and a 
1971 spruce/Brazilian rosewood José David Rubio. When I choose 
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Tabla virtuoso and Haque collaborator 
co-founded Shakti, the groundbreaking) 
ensemble, with John McLaughlin and 
the mid "709. 


guitars, it's not because of how they sound 
do. I basically sound the same on any gull 
ments I have to work really hard to make: 
either of these guitars, I can just pick them 


want. They're both responsive to lefthal 
timbre changes. I can use many differe 
right hand and still get a serviceable, авай! 
are so loud and bright that all you can doy 
them, and everything else sounds painful 
ments like these put a whole range of col 
and they project really effectively, 
Your sitar-guitar is also prominent 
It's a fascinating instrument because! 
concepts of Indian music and the harmani 
which you can't play on most tradition 
regular sitar is usually fretted diaton! 
you have seven frets per octave, rather f 
sitar, it's not like you're limiting yourself 
there are no other notes there, period. 


isposal, so Kim Schwartz and 
standard 6-string neck, a sitar 
js drone strings, and a Bill 


‘of bone, tapered away from 


It's an expressive device 
i overtones that's not unlike 
ike a Fender Deluxe amp and 
Acoustic property, but with 
id notes and have great sus- 
because they provide their 
key I'm in, and they'll res- 
Astrument also amplifies well. 
Kar Works on it. It's a real work. 
and it flies. 
used for The Flat Earth. 
Шал mics on the guitars and 
өле placed over the fretboard 
indhole, That setup lets you proj 
fromthe soundhole. On the sitar- 
indhole and one over the drone 
(ой the sitar-guitar to fill out 


We recorded with everyone sit- 
Hi other with all the mics bleed- 

be said for capturing the aural 
With each other їл a natural way. 
thing and have the musicians 


iments, bass cabinets, and guitar 
at slightly different times, and 
mic feeling. When everybody is in 
everything and capture all of the 
lete picture of the rhythm, and 
laking that situation work really 
is the music, so you don't have 
Separating musicians 
is more than musical ones. Peo- 
d this quickly. If anyone makes a 
er take. We can just fix the part.” 
еге are по overdubs on the record. 
te take. I also don't believe іп doing 
of them together. It can create 
inished product, but I think the real- 
makes it timeless 
jain in several contexts. Describe the 


fakiron George Brooks’ record, I was 
Mot to do something incorrect out 
rn classical music, has so many 
'ctness, and I was trying to abide 
nsed my concerns. In response, һе 
ind announced to all the musicians 
really worried about playing, and 
play the damn guitar." I really needed 


Haque's custom sitar-guitar lets him explore both South 
Asian and Western classical traditions. 


to hear that to get past the fact that 1 was in the presence of one 
of my idols. I grew up listening to his albums with John McLaugh- 
lin and Shakti. Zakir isn't concerned with what's right or wrong, 
but with following his instincts and going for something that feels 
and sounds good. He and I share a real openness and levity, which 
makes working together a pleasure. 

What were some of the key challenges inherent in writing a 

concerto for sitar-guitar, tabla, and orchestra? 

Most of the East-West collaborations up to this point have not 

been that rich from a harmonic perspective. That's because they 
are more about Western musicians learning about South Asian 
music, as opposed to South Asian musicians embracing the com- 
plexities of Western harmony. І endeavored to redress the balance 
by keeping that in mind when writing Lahara. I also spent a great 
deal of time asking myself a lot of questions. One of them was, 
"Does the sound of the sitar-guitar work with the sound of a vio- 
lin section, or do they cancel each other out?" I found the violins 
fought the sitar-guitar, so I used them as pads or chordally, rather 
than doubling the sitar-guitar. Another question was, "What kind 
of percussion works underneath the tablas?" Probably not bongos, 
congas, or snare drums, because they share similar sonic terri- 
tory. Cymbals, marimbas, harp, gongs, and celesta worked much 
better. So I had to find combinations of instruments with regis- 
ters and timbres that would complement the sitar-guitar and tabla. 
In particular, clarinet, celesta, and sitar-guitar worked together 
to produce a beautiful sound. 

How have you evolved as a musician across your career? 

I've gone from being more of a technician to more of a musi- 
cian. I forgive myself for taking so much time to do it, because 
there was a big chunk of stuff to put together as part of the jour- 
ney. It's a real challenge to figure out howto integrate Indian music, 
classical forms; jazz, funk, and blues. 1 feel my progression towards 
that goal has been very natural, but it has been an uphill struggle. 
Really understanding all of these forms requires years and years 
of practice, and there's simply no way around it-even if it's very 
natural for you. The tendency in the West is to confuse "natural" 
with "easy." However, if you get to witness childbirth, you realize 
that nature never said what is natural will be easy. « 
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Whether by design, йке бил бб, Or pi k afåstie 
to blaze a gfeative гай for (fiers to follow. She first; 
singing nd playing} basé withthe Бобко 
lowingin the fágtétéps боёп Jett-ah 


løscence, Ма; n showed a flair for penni (g lyrici 
fa style tharfullyblossomed ór hør дес ефїу m 


Though Til Таейву: ‘synth-driven еше) 
Whatevefand Fyn with Stupid, afd hı 


3 Mars (who'd swhtched to 

perennial ¢fitic’s darling, winnin 

the honesty, dépthiyand-emotional maturity of her 
trarísláte i intg gf sales, and ingfeasing fri tion 


act, ‘indépeni ne 
héd møst journåliståpegging the record as her 
“Apparently liberated by the freedom ofo 
set on finding new artistic challenges. Her 18 
[SuperEgo], is a conkept album setin the” 
Caroline—an ultimately doomed young couple wi 
Fair, set out оп a cross'country journey, and 


By Vincent DeMasi 
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and addiction. (In “King of the Jailhouse,” Mann sings, “The king 
of the jailhouse and the queen of the road/Think sharing the bur- 
den will lighten the load." Ever the musical risk-taker, Mann is tak- 
ing an acoustic trio out on the road and is scheduled to perform 
two shows in collaboration with the Boston Pops orchestra. 

What first prompted you to pick up a guitar? 

Boredom! When I was young, I got mononucleosis and was in 
bed for three weeks. One of my brothers had a guitar that was 
just sitting in the back of the closet, so I pulled it out and got a 
few of those beginner books with chord diagrams. Later on, I 
switched to bass because I found it intriguing-it's sort of a bridge 
between rhythm and harniony. I went back to guitar as a solo 
artist because it's more useful for writing songs. When I was in 
'Til Tuesday, I composed music with the bass, but it was more 
dance-pop oriented. But I still enjoy playing bass, and I pick it 
up on a few songs in concert. 
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/Til Tuesday was on the cutting edge 0 
the 805, but during your solo career you 
tional rock elements. if 
The folk-rock thing is more of my nature: 
project I did as a.kid—it was exciting/at first 
at the beginning ofthe video era—but thed 
really me. I'm a folkartist at heaft. just Øl 
moved by a Dylan зоб than отр 
company wants you to keep ding what i 
course, but I was ав to find an audiences 0 
You've been cited\as an inspiration and 
ation of femiale artists. Who were Some 
and гоё models? // / 

Twas initially inspitedbyDavid sole 
Springsteen. There меген alot етай 


hear—but there really waSnit. 801 said “Ol 
What kind of níüsic was that? / / 
I like songwriting thåtypåys. particular 
and meaning// feel it's important write ab 
know and are about, and not just stri 
good. The words should relate to the mul 
where it sounds likøfa singer just thre 
else's music. 
Would you prefer to leave a song unfil 
half-heartedly? 
Yes. I've left songs unfinished for years 
up with words I thought were good enoug 
You studied at Berklee College of Muslt 
years. How did that influence your songwriti 
I took bass lessons there, but I think th 
I learned—the most valuable thing any 
basic music theory and harmony: What chai 
each other, and why, After I understood: 
more sense. Chord progressions are almost 
mulas. Once you understand the basics of ho} 
the mystery out of music. 
Does your theoretical knowledge ever: 
artistic instincts? 
No, because I don't think of music solel 
But if I'm stuck trying to write a song, [Gam 
how to go to the relative minor, for example, Ag 
ing it Quits” from Bachelor No. 2 was written! 
on pieces of paper, tossing them up it the ain 
assembling them into a progression. I waun 
chords that didn't work, but what I kepth 
monic bump in it I probably wouldn't havet 
With The Forgotten Arm, did you set 
album? 
No. I didn't start the project with the ideal 


Writing songs, I realized I wanted 
acters and stay focused on certain 
Bry. Things just went from there. 
jon The Forgotten Arm? 
ft consider myself a guitar pla: 
Br look at the acoustic gui 
ап adjunct to the drumm 
time and provide basic 


ras a per 
r's hi-hat. 
compani 


ff Trott and Julian Coryell (son of pio- 
y Coryell) specific instructions on 
ions? 
them do their thing. 
‘you'll be accompanied only by pianist 
ght bass player Paul Bryan. Why did you 
What are the challenges of adapting 


ind for awhile and thought it was time for 
arsals with the trio that it's a lot easier to 
‘across. I think it's a more musical experi: 
(more opportunity to listen to the other 
everybody sort of bangs out their parts, 
an what the other players are doing, and 


go off in new and different directions if that's what we're feeling. 
You're also slated to do two performances with the Boston 
Pops. How did that come about, and what will it be like? 
Actually, they instigated this project. It's for a series called Pops 
on the Edge, where they work in collaboration with a pop or rock 
artist. In the past, they ve featured Guster and My Morning Jacket. 
When they 
Pat Hollenback is fantastic. I expect it will be spectacular, because 


8 hard for them not to do 


sked me, how could I say no? I've heard the arranger 
when you have an 8о-рїесе orchestra, 
things in spectacular fashion. 

You're currently in the studio finishing up a Christmas album. 
Can you give us a preview of what that will be like? 

I'm trying to make it sound very traditional. My jumping off point 
is an old Johnny Mathis Christmas record that my parents used to 
listen to when I was a kid. I wrote a song for the new record and my 
husband [singer-songwriter Michael Penn] wrote something for it 
too, but mostly it's traditional carols. I'm really trying to put myself 
in the role of vocalist for this project. 

Do you and Michael help each other out with songs? 

No, not really. We tried writing together when we first met, but 
soon realized we both have the same set of 18 as songwriters, so 
it was kind of redundant. We're both better song finishers than we 


are song starters. 


Ч CI (BU RN Е ጋ: 
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EDWIN 


MCCAIN 


t guy rolling in the theater aisles, laug! 


ing uncontrollably? It will be Edwin McCain, 
guy Adam Sandler ever decides to 
update his 1998 comedy flick, The Wedding 
Singer. That's because McCain's smash hit 
“ГИ Be,” from his 1997 disc, Misguided 
Roses, is a strong bet to make that sound. 
track. In fact, a lot of real-life wedding 
singers have already made it their anthem. 
If one million-plus votes for Best Wedding 
Song on a 2005 episode of The Dr. Phil Show 
are any indicator, "I'll Be" has become a 
de facto standard among those on their 
ay to the altar. But that doesn't concern 
McCain. Sure he's proud of the song. But 
heartfelt Байадв and teary-eyed love songs 
are not the be-all and end-all for the South 
Carolina nat: known by ardent followers 
as a master storyteller 
“ГИ never get tired of playir 
McCain admits. "It would be equivalent to 
having a winning lottery ticket hanging 


on your wall, and walking by it every day 


BY ADAM ST, JAMES 


FALL 2006 


saying, 'stupid lottery ticket. It is a blessing to have any kind of 
success in the music industry, especially a hit song. But the end 
game for me is always to share an evening of music with an 
audience, not just one song." 

Still, that winning ticket set McCain up for life, right? Not nec 
essarily. Two albums later, he was dropped by Atlantic Records 
No worries, though: The label's action brought some relief to 
McCain. He strongly laments the way major labels view hit songs 
and those musicians who make them 

"They find a horse that runs, then beat it to death," he says. 
*Then they beat it to death some more, light it on fire, and pee on 
the ashes. Then they beat the ashes. The fastest way to never be 
heard from again is to record for a major label. It will beat people 
to death with your music until they become sated, and before you 
know it, they're tired of hearing you. 

Fortunately, McCain's down-home persona and laid-back, 
strummed-rock sound have since found a more comfortable fit 
with an independent label. For Loat In America, McCain and his 
kick-ass band (including 6-string wizard Larry Chaney) hooked 
up with Vanguard Records. The result is a rockin’ groove, as well 
as another fine collection of twisted tales, hazy reminiscing, and 


bitter truths. And yes, a couple of gorgeous love songs. 


Loat In America seems to have a more aggressive attitude than 
some of your past records. 


It is a bit of a departure for us. Not that we're begrudging the 
successes we've had with ballads or pop, but I think that's only one 
dimension of what we do, and it was becoming our identity. So we 
decided to move a bit closer to how we sound live 
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You recorded this album in your own studio d 
Yeah, I built a studio in Greenville. As you 


revolution has made it possible to have a World 


fraction of what jt cost ten years ago, So we billig} 


instrument at a time. 


So you prefer tracking live? 


Oh yeah. Just about everything you've ever 


Brown was one take. When everybody knows Wi 


notch. And I played the role of tempo police 10 


keeping tempos even uncomfortably high, Inthe 


felt comfortable in the studio seemed dreadfully 


got out into the world 


ars did you use on this disef 
I have а 1957 National non-resonator асойгн 


What acoustic gu 


made the body and National made the neck. кей 


guitar with а cool tone. We put a bridge 1гй880й 


little rod that runs inside the guitar and Connecti 


It makes an acoustic guitar just ring and ring andi 


Yamaha for a lot of stuff 


tiful. I also used a umbo 


cedar-topped Ibanez AW1050. 


How do you get your preferred acoustic soundi 


It depends what the song calls for. The Yamaha 


round, clean, full range. The National has amon 


midrange tone. We've got a 12-string Taylor, Wide 


and also а 12-string Danelectro electric IF] Was 


acoustic, I'd probably use the J-body Yamaha, becausey 


in interesting intro to a song, the 


c guitars? 
diaphragm near the soundhole 
neck. I like them about a foot 


Inthe band, how do you build the 


lay on the records. Before we made 
Nake a record we can't play live." 
20105 in the past, only to ask our- 
this onstage?” It's kind of silly. 
Øget one part on a song, you play 
8 chance to go back and noodle 
jer, more efficient approach to 


Be'-a song VH-1 named “one of 
-and in a broader sense, how 


ided up in so many weddings, but 

in I wrote it was pretty dark. The 
But it's hard to take credit when 
icause I feel like there's a bit of a 
ig going on. As a songwriter, you try 
ion that inspires you, but it's all 


the lightning rod credit for the lightning. I'll take credit that I got 
myself out into the field under a stormy cloud, but as far as the 
rest of it goes, it's a mystery to me. 

I've since learned from [songwriter] Maia Sharp how to grind 
a little bit. Maia has become a pretty steady writing partner with 
me, and she writes with Bonnie Raitt too. It used to be if the song 
didn't just pop out, then I wasn't interested, but Maia taught me 
how to lock down in a room with no phone and no distractions, get 
an idea, and then beat it out of yourself —12 hours at a time, whether 
you want to do it or not. And sometimes two days of that, just on 
one song. Her father, Randy Sharp, taught her just like she taught 
me. The theory behind it is, if you don't write the song as well as 
it can be written, then it's disrespectful to the other songwriters 
who could have had a chance. I'd never thought of it like that, but 
ever since, I've looked at songwriting much differently. I give her 
all the credit, because I was the laziest songwriter on earth. 

The way I look at songwriting, you try to find a poetic way of 
saying something universal. And if it's your way of saying some- 
thing universal, you're coming at the theme from a very odd angle. 
There's a moment in the listener's experience where they go, "A- 
ha! Now I know what he's talking about.” Their discovery process 
enrolls them in the song, so they become active participants. That's 
what endears songs to people. Once they become an active partic- 
ipant in discovering the meaning of a song, then it's real to them. 
Then they've got part of themselves in the song, and they're 
riding with you in the story. е 


* Restores pure acoustic tone in ai 
* AGE" software emulates 16 guitaff 
* Adds incredible (опа! versatility 

* Powerful low noise digital circuit 

* Easy to use -- no menus or scrolli 


ватт about this product and our entire line of acoustic products go to dtar.com 
hollister ave santa barbara са 93111.2345 tel 805.964.9610 fax 805.964.9749 


“WITH RESPECT TO ACOUSTIC TONE"* 


"Believe it! Kaki King is the Future of Solo- 
Acoustic Guitar.” That was the Freta cover 
line when King’s face graced the Fall 2004 
issue. Not quite two years later, there is so 
much more to King’s story as the acoustic 
queen's career continues to develop at a pos: 
itively New York clip. Her new CD, ...Until 
We Felt Red [Velour], reflects a completely 
different direction in terms of instrumen- 
tation and composition—including a few 
fully realized pop vocal songs—and she's 
about to embark on an ensemble tour with 
a backing band designed to energize rock 
venues, It's all a far cry from when she was 
developing her unique acoustic style by 
busking in subway stations. 

King first wowed the world at age 23 with 
dazzling fingerstyle chops, inventive tunings, 
and jaw-dropping percussive two-hand tap- 
ping as displayed on her 2003 debut, Every- 
body Loves You. Her major label signing was 
the toast of the acoustic community, which 
placed a piñata full of hopes on the new won- 
der girl. King broadened her horizons by aug- 


menting her acoustic arsenal with percus- 
sive embellishments and a bit of lap steel on 
Legs to Make Us Longer. Lega sat well with 
critics and fans alike, but when Epic and Sony 
merged, King found herself without arecord 
deal and uncertain of her next creative step. 
Never one to sit still for more than a moment, 
King borrowed a few bucks, headed to pró- 
ducer John McEntire's fabled Soma Electronic 
Music Studios (the source of Tortoise's sur- 
real sound) in Chicago, and found salvation 
in the unthinkable. She left her trademark 
Ovation Adamas in its case, and dove head- 
first into uncharted territory, 

Although she doesn't abandon the 
acoustic guitar, King avoids outright 
pyrotechnics on this recording. Red is an 
expansive, largely electric guitar affair that 
includes significant portions of her capa 
ble lap steel and pedal-steel guitar playing. 
Other instrumentation includes drums and 
percussion, horns, strings, and a consid: 
erable amount of King’s own vocals. Red 
has the same dark, seductive hallmark that 


By Jimmy Leslie 
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"You see a guy set 
himself on fire and 
run down the street 
once, and it's so 
cool. Then you see 
him do it every 
afternoon for a 
bunch of tourists, 
and it's not exciting 
anymore." 


permeates King's previous work, but the 
similarities end there. This collection of 
songs is a decidedly mixed bag that moves 
from straightforward singer-songwriter 
material to jazzy electric excursions, and 
even includes episodes of unbridled, dis- 
torted chaos. While it may not be as tech- 
nically challenging as her previous material 
from a player's point of view, Red is arguably 
King’s most appealing effort in terms of 
sheer listening pleasure. As she explained 
during a moment of down time in Seattle, 
this body of material is simply not designed 
for dissection by guitar geeks. 


"Yellowci 


How did you approach this boldly dif- 
ferent recording session? 

I only knew for certain I didn't want any- 
one calling this "another technical record." 
I wanted to take a step back from pieces 
such as "Pink Noise," which I think of as a 
very interesting song, but most other peo- 
ple think of as a very technical song. To 
cross that divide, 1 wanted this album to be 
about the pleasure of pretty, interesting 
music. For example, "First Brain" consists 
of guitar, flugelhorn, and a strange synth 
sound. It's not complicated, but something 
grabs you. "Soft Shoulder" is also rather 
lovely. Maybe it's not as deep, but 1 wanted 
this record to be beautiful. I wanted ear 
candy. 

Your wispy vocals work well in that 
context. Have you now found your voice? 

I'm still finding it. My favorite singers 
are brilliant lyricists like Morrissey and 
Jarvis Cocker from Pulp. As a teenager I 


“| Never Said | Love You! 
"Ahuvati^ - Бэ 


"These are the Armies 
of the Tyrannized" 


'Soft Shoulder” 


This chart shows a track-by-track listing of the tunings King 
Red. For "These are the Armies of the Tyrannized” and босу f 
guitar (the tuning for the latter is DADGAD dropped to а бай 
"Second Brain," she uses a standard guitar strung in Ма 
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les, and 1 felt 
theirs, why both- 
Imusic, but I am 
y enjoy using 
dn't feel like it 
which is why 
one song on 
fds, This time 1 
if by exploring 
Was certainly 
ly get panned 
feathy and light 
happy with 
karaoke way, 
if I use that 
like me. So I'm 
gh I'm not trying 
"songwriter. 


u ask, "Are we 
of guitar 
beautiful instru- 
"Сап you possibly 


sheek-me being 
Iquestion if the gui- 
hate popular music. 
il process dif- 


1 did reach back 
te "Jessica" when 
4 “Goby” solo on 
, but it really 
percussion that's 
re are others, 
уе to be Afraid” 
or which I decided 
88 song then and 
Songs, the music 
01 all the instru- 
in front of a micro- 
üt the melody and 
[ down and think 
ited to say, and 


her in the studio 
fou're going to sit 
feel guitar until 
thing pretty.” I 
fitone guitar, and 
ig In general, John 


and I played everything we could by our- “Soft Shoulder" was one of those. I'm not 
selves, and we had some friends con- а very tight drummer, but it was a unique 
tribute. I played all the guitar and bass part, so we kept half and John played the 
parts, as well as percussion. John did alot other half. I directed the drummer on 
of different stuff, but he didn't push his some songs. For example, I specifically 
style or his sound on me. In fact, I had to wanted Matt Hankle to play crazy drum 
ask him. There are different drummers, fills on “..Until We Felt Red.” He will be 
because some of the demos where I played coming out on the road with me. 

drums came out so well that we ended up What's the story behind your new 
using them on the final record. I believe band? 


like hell beauty is 
only skin deep! 
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I want people to be able to hear the record come alive, and I 
know I can't support these songs by myself. Matt and I played in 
the Blue Man Group together. Jason Hart, who plays with Rufus 
Wainwright, is on keyboards and bass guitar, The three of us 
will definitely change the songs. It will be very live, as opposed 
to trying to recreate the album. I want to play rock clubs and 
have a lot more energy, rather than me sitting under the micro- 
scope with people staring at my hands. 

How has your acoustic guitar style evolved? 

I never liked or even appreciated noodling, but I'm learning 
that improvisation can be fun. It's also a test of your musical 
worth. I tend to improvise around the first few chords at the 
beginning of a song, and then launch into it. Right now Im still 
doing solo shows using mainly an acoustic. The beauty of play- 
ing solo is that you can turn on a dime and do whatever you want 
without the band having to figure out where you're going. 

What are your main acoustic guitars onstage and on the new 
album? 

The Ovation Adamas is my main acoustic onstage, although I 
don't think I used it on the record. There's far less acoustic on 
thís CD, and I used a variety of guitars in the studio. I played a 
Takamine nylon-string on "Yellowcake" and "First Brain.” I 
played a Morris acoustic on “Ahuvati.” On “Second Brain,” I used 
a Taylor in Nashville tuning, although I believe the B string is 
actually an octave lower. 

What are your electr 

Hamer gave me a Newport hollowbody a while ago, and when 


instruments? 


I started using it on some of the songs I realized it was the per 
fect electric guitar for me in every way. I've been playing my 
Veillette baritone guitar like mad. I used it on “Armies of the 
Tyrannized" and "Goby" 1 still play my little Gretsch 
Electromatic lap steel, and it has been fun trying to conquer my 
Fessenden pedal steel, because it's too big for me. I can play the 
floor pedals or the knee levers, but not both at the same time 
llaugha]. 

Is the point that you weren't hitting a lot of breakthroughs on the 
acoustic, and therefore switched gears to the electric instruments? 

I guess so. I also thought that even if I did write an exciting 
acoustic record, it might be hard for people to fall in love with it 
the way they did the first two. Those records were very fresh. I 
will go back to that idiom when I'm ready. I was able to make 
this album because I wasn't under any pressure from a record 
label saying, "We need more acoustic guitar. That's who you 
are.” 

Why did you ditch your percussive two-hand technique in 
favor of a more traditional approach? 

It's like this: You see a guy set himself on fire and run down 
the street once, and it’s so cool. Then you see him do it every 
afternoon for a bunch of tourists, and it's not exciting anymore. 
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That's how I felt. To me, the technique was never a 
was a means to an end. I can only play certains 
hand over and tap it out a specific way. But to al 
was like, “Ah! She's doing this crazy thing and itii 
And so, while 1 haven't abandoned that technique, 
something that I held with amy kind of reverence 
many others did. Some people would see the video 
that's all I do. Then they'd come to a show where I mi 
songs like that, and everything else would be laps 
picking. I believe that's why I have a career: If I ju 
bunch of tapping songs, then everybody would see 
guy who sets himself on fire all the time. 

Are you at all worried about how your hard-won 
acoustic devotees will react? 

I can't be. I hold nothing holy. Acoustic guitar is not il 
Music is important. & 
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PIERCE THE 4 
MYSTERY 


E In your quest for great tone you're 

= probably searching for the perfect 
match of instrument, amp, and 
effects. Now there's a book that 
takes an in-depth look at the clas: 
sic combinations of guitars, amps, 
and pedals, detailing how they 
sound for the guitar greats and 
low they can work for you. 


Dissecting a wide range of setups, 
Guitar Rigs pinpoints the elements 
that contribute to sought-after 
tones, and it offers a primer in 
design so you'll know exactly 
what to look for when you shop. 
for gear, Plus, this beautiful book 
showcases 8 priceless collection 
of great instruments and amplifiers 
and demonstrates their sounds on 
the accompanying CD. 
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“Тат very impressed that Andreas 
could cover on guitar what I had 


is written for piano..." 

Í DAVE BRUBECK 4 

mg (World-renowned pianist and composer , ` | 

/ referring to Andreas' cover of 4 x 7 
laying. Заа з. 
; > E 


|” » H 


Leve 


“One of the 
most amazing 
musicians I've 
ever witnessed.” 


FOLEY 
(Bassist for Mi 


avis) 


seftitled CD is available in stores and digital outlets nationwide. REDE ЇЕ 
www.oierecords.com 


ır more info, audio samples and merchandise. 


BY DIANE GERSHUNY 


For as prolific a songwriter as Jules 


has been over the past three decades, he's a 
man of relatively few words—at least when 
talking about songwriting. One gets the 
impression he's saving words—and thoughts— 
for his songs, which Shear has a satchel full 
of, and has compiled on nine solo recordings, 
including the newly released Dreama Don't 
Count [MAD Dragon Records/Ryko]. And yet, 
only about half of the tunes written and 
recorded by Shear ever see the light of day. 
The rest end up on the proverbial cutting: 
room floor, swept away and sent to wherever 
discarded songs go. A few of the ones that 
have made the cut were spun into hits for 
Cyndi Lauper (“АП Through the Night") and 
the Bangles (“If She Knew What She Wants"), 
and covered by artists such as The Band, 
Roger McGuinn, and 10,000 Maniacs. 

From his hometown of Pittsburgh, РА 
Shear relocated to Los Angeles, and, later, 
New York City, and spent much of the '708 
and '8os experimenting with various band 
configurations (the Funky Kings and Jules & 
the Polar Bears). He ultimately opted to 
follow a solo path, and released a string of 
critically praised recordings for both major 
and indie labels. Dreams Don't Count is the 
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first release for Drexel University's student-run MAD Dragon 
Records, and the album features a dozen gems ranging from melan- 
choly and moody musings to subdued and playful rockers. The 
arrangements are stark-adorned only by the accompaniment of 
viola, cello, accordion, and gentle fingerpicking—and each song show- 
cases Shear's literary sensibilities and deftness at turning a phrase. 


Why did you use such stripped-down arrangements for Dreama? 

Some of my other records are also stripped down. Actually, Third 
Party was much more stripped down than this one-it was just gui- 
tar and vocals. With this one, we put together a bunch of song 
demos with just guitar and vocals. When we finished, Stewart [Ler- 
man, album producer] suggested we keep things stark. I didn't 
want to do another record like Third Party, but someone suggested 
putting strings on it. So I wrote basic, four-part string parts for 
each song, singing them in falsetto onto a 4-track. Then, Stewart 
called [composer] Rob Morsberger to help work on the arrange- 
ments. I gave the songs to Rob, and if he thought my arrangements 
were appropriate, we used them. If not, we didn't use them. I was- 
n't hung up on the parts. When I listened back to the record after 
we were done, I could hear stuff that was definitely mine, and other 
things I couldn't remember whether Rob or I had written. It was a 
real collaborative effort. 

Tell me about the 4-track you used. 

I was away from home, and I wanted a way to get parts on tape. 
I went into a store looking for the cheapest machine they had, and 
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I bought it. I don't even know what it was. I think it was 
machine. This was my first experience recording for myse 
record demos too often. 

So how did you document your song concepts? 

I'd write out chord charts on paper, and then find son 
play them through with me. I'd essentially score them 

So it's safe to say you're pretty low-tech? 

I'm afraid that's the way it goes with me. It's not that I 
thing against technology-it's just the way I know hi 
Rather than learn something new, I'd prefer just to do it thi 

You created a special tuning that you use exclusively, WI 
it, and do you ever find it limiting? У 

The tuning is, low to high, Е, 0, В, D, G, B. It allows m 
major and minor chords up and down the neck. When 
the bottom string, it creates a relative minor of whatever 
would be if I didn't include it. I don't think anything has 
iting if you really want to do something. 

How did you come up with it? 

When I was a kid, I picked up my brother's guitar. Не 
from one thing to another, and he never stuck with anytl 
left-handed, but I didn't want to restring it because it 


guitar, so I decided to find a way to play it. I found this іші 
which worked for me, and I started writing everything in it, 


What inspires you to write? 
Just living. If it's not part of living, then 1 don't bother w 
Some people consider me to be a hopeless romantic, but Ii 
know about that. I just do what I do. 
Does a song start with a lick or a lyric? 


When I'm in a writing mood, I'll keep pages of notes. There'sr 


music. It's strictly words, and lines that could be verses. It all stat 


with the lyrics. 

Are you a prolific writer? 

When I'm writing, Гат. When I'm playing shows, I can't get into 
Awriting groove. I'm planning to get a writing room together, and 
I've ordered a shed kind of thing which I'll put on my property so 
There's a place I can go. I'm going to start writing there very soon. 

Any songs you're most proud of? 

I don't really think about it. I’m always thinking about what I’m 
Writing right now, or what the next song is going to be. As far as 
Songs I've written, I just write them, and they're done. I usually 
Write about 25 songs when I do an album, and they're whittled 
Mown to 12 or 13. The others I never play again. 

How do you decide which songs are keepers? 

Tleave that up to my producer. The others I forget about. 

Do you remember your first break as a songwriter? 

I met Severin Browne, who was Jackson's brother, at the Trou 
Bidour in Los Angeles. I had a song he wanted, and that was the 
first song I'd ever had re 
Was it a conscious de 
Depart of a band? 
[061064 that I didn't want to do the band thing anymore. I'd 
Min a few, and I thought there was no real reason to be in one. 
Was just that simple. « 

18 it true that you came up with the concept of Unplugged? 
Thad ап idea for a TV show, and we took it to a guy who said he 
Some people over at MTV in New York. And they did the show. 


corded. It was a big break for me. 
sion to forge the solo route, rather than 


1444 the first season as the host, and I got to do a song every once 
in a while with the guests. The first show was the guys from 
Squeeze-Glenn Tilbrook and Chris Difford—and Syd Straw. We 
also had the Indigo Girls and Michelle Shocked. I don't remember 
the rest. It was a long time ago. 

What's your guitar of choice? 

Right now, I'm playing a Wechter acoustic. A few years ago, I 
was at Matt Umanov's store in Greenwich Village, and he turned 
me on to it. I tuned it to the way I play, and, surprisingly, it sounded 
really good. Guitars usually aren't meant to be played in the 
tuning I play in, so it's difficult to find a guitar. Matt called Wechter 
and said, "I've got Jules Shear here," like I was someone big and 
famous. He told them I was interested in a lefty with the tone con: 
trols on the upper side. They said it would take eight months to 
build. So I got my first custom-made guitar. 1 was so happy with 
itInever thought about getting another guitar after that. 

And what about strings? 

I bought boxes of these Matt Umanov-brand strings. I don't 
know who makes them for him, but I do know he's not sitting in 
the back room winding strings! They sound great 

Any other "must have" gear? 

I'm afraid 1 fall short when it comes to stuff like that. I know that 
I don't have stuff I really need. It's just my guitar, and that's it, I'd been 
using a Boss tuner, but I left it at home the last time I toured, and I 
found I didn't need it. I think people get too caught upin all their gear. 
I don't think that stuff has much to do with songwriting. е 
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TUNINGS SEMINAR 


ONE THEME, THREE TUNINGS 


BY ADAM LEVY 


Most guitarists use standard tuning (Є, A, D, G, В, €) as their 
default orientation, figuring something along the lines of, "If it 
ain't broke, don't fix it." Some players may not even be aware 
that the guitar can be tuned any other way. Whatever the rea 
son, there's no denying the ubiquity of our old faithful standard— 
which has been in use since before 1800. 

Simple traditionalism isn't the only reason for the dominance 
of standard tuning. The fact is, it's wonderfully versatile, Virtu 
ally any style of music can be played in standard tuning, in prac 
tically any major or minor key. Guitarists are a curious lot, however, 
and throughout the years, they have looked to alternative tunings 
as a way to expand the instrument's boundaries. Such tunings can 
make otherwise impossible harmonies easy to manage, and they 
can expand the overall range of the guitar—usually extending the 
bass register by tuning the lowest strings down. Another advan- 


tage of alternative tunings is that—with the right coupling 
tuning and an arrangement or composition—they allow того 
strings to resonate throughout a piece of music. 
In this seminar, we'll take a single piece of music thig 
three different tunings to see how each tuning suits the mi 
For our musical yardstick, we'll use the main theme from û 
Handel's The Harmonious Blacksmith, originally composedl 
harpsichord in the early 18th century. This seminar will 
familiarize you with non-standard tunings. As you play through 
them, consider how these alternatives might suit your own tuli 
and arrangements. 
Here are some points to keep in mind as you work through 
the examples: 
- This arrangement is fairly true to Handel's original. 0 
essential difference is that this version has been transpo 
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0 this example utilizes open strings, suggesting open position, thinking of it as being in second position will help 
the fingerings logical. That means using your 1st finger for any notes at the 2nd fret, your 2nd finger for any notes 
the 3rd fret, your 3rd finger for any notes at the 4th fret, and your 4th finger for any notes at the 5th fret. 
| couple of interesting moves, іп keeping with this fingering scheme: On beat two of measure 3, use a 1st-finger half- 
re to catch both the B and the A—rocking your finger away from the fretboard to make way for the open G on the and 
two. On beat two of measure 7, make a half-barre again with your Ist finger to catch both А and Cf. 


the original key of Е major to G major. Why the change? 
je in €, the melody sits either too low to set sonorous har- 
sbelow it, or else-shifted up an octave-too high to exploit 
ngs. The melody lays nicely in the key of G, and leaves 


in a guitar-friendly octave is an important considera- 
n crafting any arrangement. 

mple is arranged using two- and three-part harmony, 

the piece's original setting for harpsichord. Before 

first arrangement as written, however, be sure to 

ize yourself with Handel's melody on its own. You can do 

g just the upstemmed notes in this example. 
you're familiar with the melody, be sure to emphasize 
each example. The harmony notes should support, 
power the melody. 


* The indicated tempo is the rate this piece should be played 
at, ideally, but take things slower at fírst to ensure that every 
note rings clearly. 

* Though The Harmonious Blackamith is a classical piece of 
music, you needn't employ traditional classical guitar picking- 
hand technique to play these examples. Use manicured nails, 
bare fingertips, pick and fingers in combination, or whatever 
technique you're most comfortable with. 

* The three tunings explored here are among the most com- 
mon guitar tunings, with standard tuning being the most uni- 
versal. For further study, try arranging The Harmonious 
Blackamith in other tunings. DADGAD and D modal (D, A, D, G, 
B, D) are good options if you're staying in the key of G. If you 
choose to transpose the melody to another key, other tunings 
may make better sense. 9 
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Putting the guitar into an open-chord tuning in the same key as the music you're playing is a smart bet, because 
denly the whole guitar resounds in that key, so now let's move into open G (D, б, D, б, B, D). As open G is a cli 
relative of standard tuning, we only have to make a few minor adjustments to get there. Drop your sixth, fifth, a 


first strings each down a whole-step. Strings four, three, and two don't budge. 

We'll play this example in second position, for the most part. One beyond-the-box move comes on beat one 
measure 4. Grab the D and A with your 3rd and 4th fingers. Here, you may have to pluck the melody note A with | 
посне RNA eo toa na Der Too dE CANI AM S T 1 
a full barre to grab all the 2nd-fret notes. 

You can see that open G is a very effective tuning for this piece in this key. Open strings are utilized in every meas- 
ure, and the tuning's high and low open Ds give us a juicy D major chord in the final measure. 4 


መመመ ና A 
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ty of this example (bars 1, 2, 4, 6, and 8), we're parked in open position, which gives us lots of open 

hence, lots of ringing resonance. There are a few spots where we can't use open strings, but that's fine— 

and don't compromise the overall sustaining effect. In bar 3, beat one, we'll reach out to grab the 

i fingers 3 and 4, correspondingly. Use a full barre for the Sth-fret notes in bar 5. Fretting the В on beat 

with your 2nd finger will put you in the second position, setting you up for measure 7, which is all sec- 

The D chord in the final measure is rendered in the same voicing as in the previous example, but this 

li using only open strings. This ultra-rich ending chord alone makes a strong case for open D being the 
ng for this piece in this key. + 


BY MARK HANSON 


With the sound of great fingerstyle bossa nova guitarists like Charlie Byrd or Paulo 
Bellinati in your ear, you might think that the style is difficult to play. But bossa's sul 
try rhythm and jazzy harmonies are easier to fingerpick than you might imagine. 

To play a basic bossa nova pattern you will need to pick with the thumb and three 
fingers. This produces the four-note chords required in jazz (most often the root, 3, 5, 
and a color note). The melody is plucked in the highest voice by the ring finger and is 
harmonized by notes picked simultaneously by the middle and index fingers. The thumb. 
provides the bass. It occasionally picks simultaneously with the fingers, but more often 
fills in the rhythmic holes between melody notes. 9 
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18 phrase diagrams an Amaj7 chord, with the three The thumb plucks with the fingers on each beat in this 
picking the three treble strings simultaneously phrase. Again, make sure the melody stands out. 

ch beat. Make sure the melody (highest) note is 
as loud as the harmony notes—not an easy thing 

о if your ring finger isn't accustomed to picking. A 


cal approach to right-hand position—where 
ї 15 parallel to the guitar top—helps the ring 
or assert some power. 
o 
482128 


һе fingers again pick on the beat, but the thumb. Next we turn the fingers and thumb around from the pre- 
beat, in between melody notes. Now you are vious phrase—now your thumb is on the beat, and the fin- 
toward playing bossa nova! gers are playing off the beat. 


Now we'll continue exploring combinations of fingers-ver- 

nova pattern: fingers alone, thumb alone, sus-thumb. Count one, two-and, three-and, four while play- 

t b together. In this example, we begin ing this example. 

these moves. The phrase starts with a 

ch." This Immediately puts the full har- 
ear, a requirement when jazzy chords 
Пу. Count one, two-and, three, four- 

rhythm. 
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for the tie onto the third beat of 


Also notice that the first string is ріске 
two occasions. This often occurs h 
moves to a higher-pitched string 


For the first time, the left hand is required: 
during the pattern. This is a 8m7 
melody moving on the first and 6 
between the 2nd fret and open string. 


Your reward for working through this introduction to bossa nova? It's this eight-bar extravaganza that incorporates all | 
the techniques we've used so far. Try fretting the F#m’s sixth-string root with your thumb. If that proves impossible for 4 
you, use a full barre chord and move the ድ melody note (F#m7, beat two) to the Sth fret of the second string. Have fun 
with this piece, and don't play it too fast—imagine yourself strolling on Ipanema Beach. 


@ stupio savvy 


Virtually identical. Vintech makes it possible to get that 
(Vintage Neve sound without having to sell your house." 
Joining the X81s is an old dbx 160 stereo compressor. "It's 
Aworkhors 


I '605-sounding compression, Gary's Joe M 


e, a great utility compressor,” says Rouse. “For col. 
leek SC2 works 
lly well, especially if you hit it really hard with a signal.” 
Pacz 
but when mixing, Rouse hauls in his bi-amped KRK E8s. 


sa's studio is equipped with Genelec near-field moni 


fotican mix any kind of music on them,” he says. "They're solid 
dvery consistent from speaker to speaker. Quality monitors 
Hå lot, but they're a crucial tool you'll use for years.” 


ics 

Tecording vocals, Rouse often turns to a Sony C-800G, 
ih he found in Boston. “It's an old-timey mic,” he says. “We 
Mit for Doc Watson's vocals on Mac, Doc & Del.” 

Sa tube condenser,” elaborates Bell, “that runs off a big 
Supply. Those fins on the back are a radiator, designed 


ipate the heat from the tube.” 


The 4033 X/Y configuration as seen 
from behind the guitarist. 


Rouse often mics acoustic guitars using a pair of Audio: 
Technica AT4033 large-diaphragm condensers placed in 
ап X/Y stereo configuration. In this setup, both capsules 
are aligned vertically with the mic grilles almost touching 
Then the capsules are crossed at right angles, with the 
lower mic swiveled toward the bridge, and the higher 
mic pointed toward the strings. 


Another cherished vocal mic is Rouse's Blue Bottle. "There 
aren't too many of them around,” says Bell. "They're bulky and 
a little difficult to handle when it comes to mic placement, so 
we only use it for vocals. It accepts interchangeable, hot- 
swappable capsules, and we have a couple of different ones 
The Bottle is a bit darker than the C-8oo, with a more 
aggressive midrange, which makes it good for male vocals." 

Rouse gets a lot of mileage from Audio-Technica AT4033 
large-diaphragm condensers. "I have a boatload of them," he 
admits, "because they sound awesome on acoustic instruments 
like banjo and guitar. I've recorded Earl Scruggs, Doc Watson, 
Del McCoury, and Sonny Osborne with 4033s. 


MIC POSITIONS 

Rouse uses a number of miking techniques. "One of my 
favorite setups is to place two 40335 in a stereo X/Y position,” 
he explains. “То do this, you align them vertically so their 
grilles almoat touch, facing the instrument. Then turn the 
capsules so they're at right angles, with one pointed toward 
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For this stereo-miking setup, Rouse places a pair of 
Neumann KM 54 pencil condensers near the top and 
bottom edges of the gultar's upper bout, and aims 
them both toward the neck joint. 


the neck and the other pointed toward the bridge. The sweet 
spot for the musician is in front of the crossed diaphragms, 
facing the center of the X. Just play with the angle a bit, and 
you'll hear when it's right. The X/Y setup yields two tracks, 
which you can pan closer or wider in the stereo field when 
mixing. It's really awesome for banjos. Bruce Swedien [Paul 
McCartney, Michael Jackson, B.B. King, Count Basie, Muddy 
Waters, Barbra Streisand] showed me this technique, 

“Sometimes I'll capture a stereo guitar sound using a pair 
of Neumann КМ 54 condenser mics. I'll put them near the top 
and bottom edges of the upper bout, angled in toward the neck 
joint. Depending on the player and the song, you might start 
at about 6" to 8" from the guitar. For more of a room sound, 
just move the mics further back a bit. 

“For a Dobro, I'll place a pair of 40335 above the instrument, 
facing down, but with the diaphragms tilted a little toward each 
other. One mic is over the bridge, facing slightly toward the fret- 
board, and the other is over the strings, facing a bit toward the 
coverplate. Again, how close or far from the Dobro you place 
themics depends on the player and how aggressively he picks. 
Start about a foot away and go in or out from there." 


STEREO OR MONO MIKING? 

When recording an acoustic instrument, one of the first deci- 
sions you need to make is whether you'll record it in mono ог 
stereo. "There are musicians and engineers who prefer to cap- 
ture an instrument in mono using a single mic, and then pan 
the track somewhere in the stereo field,” says Rouse. “For 
example, Ricky Skaggs-who has some of the best mics in the 
world—uses one mic on that old Lloyd Loar mandolin of his, 
and holy smokes, it sounds good. But the approach I use is to 
record every instrument in stereo, using a pair of mics. You 
can still place the instrument anywhere within the stereo field 


by panning the two tracks to the left or 
the pan pots, you can make the sound 

ever it sits in the stereo picture. With øl 
word is ‘wide.’ Gary's recordings sound 
ask, ‘why is that?’ Miking in stereo has; 


THE PRODUCER’S ROLE 
Having been a session musician him 
with the pressure of trying to create magi 
a studio. "When musicians are ove 
uptight because they're the center oF 
to talk a bit about themselves or thei 
relax. They'll feel attention, but it's adi 
tion, and their brain gets out of ted 
seven minutes you can take Someone 
‘I'm hanging out.’ Once they're inagt 
let's see if we're getting a good signal’ 
ing and that really loosens them up. It 
"Some producers go in and it's j 
no conversation,” Rouse continues; I 
working people really hard, and Id 
when you're supposed to be getting the] 
best out of people, everyone has fi 
together toward the same  оа!:Авар 


a year, three at the most. Forme, 

turing this organic, intangible ё 

ing the artist's dream even stronger, 
where they want to be with their musica 


Special thanks to Gary Расгола fo 
and to Joey Crawford for modeling mic} 
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HIP TIP FROM RIC OCASEK | 


“When you're layering acoustic or electric gui 
doing the overdub without hearing the othe 
tracks,” says former Cars frontman—and & 
artist/producer-Ric Ocasek. “I always doit 

it's distracting to hear the previous perform 
think that if a player has his or her own style it 
out better to not hear the other guitar track: 
you're only paying attention to the part youre) 
you're making that particular part tight, it 
with the other one anyway. Secondly, if you 40 
of drift-well, that's even cooler, You don't wan 
sound too stiff. Of course, I will check out tt 


part I'm playing. It's usually a nice surprise 
all the tracks together for the first time, 1007 
wow-those guitars are locked!" Michael 


HIP TIP FROM JON BRION 


еер in mind that the speakers in your control room are 
the Нпа! and most important part of your signal chain," 
counsels guitarist, songwriter, and audio-production 
wizard Jon Brion. “Тһе sound starts at your hands, and 
everything it passes through is just part of the chain in 
getting to the speaker, and the tone has to be alive there. 
It doesn't matter what it sounds like in the studio while 
you're playing. You should be more concerned with what 
it's going to sound like to other people later, when they're 
listening to your performance-and the rest of the music— 
through their speaker systems. I feel like that's the job in 
recording-to make the listener feel close to the player. So 
you have to get into a state of mind where you're almost 
playing to the monitor system. You listen to the music, 
and adjust your performance-or the mic placement 
and/or signal processing-to complement the harmonic 
structures of the other instruments in the piece. I also 
prefer when musicians carve out their own space through 
their attack or technique, rather than over-using signal 
processing. Unless you have a really assertive personality 
to begin with, these boxes can end up making the decisions 
for you.” -Michael Molenda 
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å particularly tricky specification to 
ited, because the number doesn't 
related to the dimensions of a gui- 

der, "How can a guitar have a 14" 

k itself is only a few inches around?" 
ей luthier Rick Turner of Renais- 
ling the relationship between fret- 

I fretboard takes a rudimentary 

Пу as well as a bit of visualization 

0 What it represents about the nature 


d radius? 
fingerboard is sanded that makes it 
fretting hand. It may be very flat, or 
ding on the guitar type. Most steel- 
‘to have a 12" to 17" radius, depending 
d purpose. Martins are traditionally in 
dto be closer to 12", because that's the 
Most Taylors have a smaller radius, 
redesigned to feel more like electric gui- 
‘for fingerstyle playing usually have wide 


radii in the 15" to 17" range. 
ments mean? 

5 the flatter the fretboard. Looking 
ik, the fretboard can be seen as a sur- 


der. The fret has a slight curve to 
extrapolated to a circle with a center 
he distance to that point. If you draw a 
jm the middle of the fret to the center 
1 cylinder, you can visualize the outer 
(а Section of the circumference of that 
the center point is 12 inches from 
circle than one with a 17" radius, and 
larger circle is flatter. 
dius affect playability? 


These gauges illustrate the difference 
between small and large fretboard 
radii. A small 7.25" radius yields a 
noticeable arc. By contrast, the curve 
is barely visible in a large 20" radius. 


It's a matter of string-bending ability and fretting-hand fin- 
gering comfort. The lower the radius number, the easier it is 
to wrap your hand around the neck. A very old Fender Tele- 
caster would have a 9" radius, which is very curved, and com- 
fortable for playing closed chords up and down the neck. But 
you can't bend strings worth a damn without fretting out 
unless the action is set very high. On the other hand, it can be 
difficult to grab a clean barre chord on a nylon-string guitar, 
and that is partly because classical fretboards can be so flat 
that they appear concave. 

People are hipper to fretboard radius now, and there are 
more options. Andrés Segovia would never have gone for even 
a mildly arced fretboard, but that might be right for someone 
else. Some even prefer a compound radius, where the neck is 
more arced at the nut, and flatter in the upper register. There 
is no correct radius, and it requires a high level of sophistica- 
tion to understand that fretboard radius is only one aspect of 
playability. 

What do you use to measure radius? 

Radius gauges-which are available from Stewart-Mac- 
Donald and Luthiers Mercantile International—allow you to 
determine the radius by matching the curve of the gauge to 
your fretboard. You can alter fretboard radius when you've got 
the frets out by sanding down the neck, and there are even 
curved sanding blocks in all the common radii. 

How should one factor in fretboard radius when buying a 
guitar? 

А well-educated buyer could bring a radius gauge to the 
music store, analyze different guitars, factor out everything 
but the fretboard, and home in on what radius feels best. But 
it takes experience to learn how to ignore action, string gauge, 
and the feel of the neck, in order to zero in on the fretboard 
radius. For too many people, buying a guitar becomes a brand 
issue, but it’s really not about the brand or the specifications. 
Choose the guitar that knocks your socks off. -Jimmy Leslie 
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ELECTRO- ACPUST! 
12- ‘STRINGS å 


ROUNDUP 


coustic players seeking more elaborate-or just mo’ bigger-sounds have 
embraced a variety of options through the years, but the 12-string guitar remains 
one of the most popular. These instruments can do anything from adding 
orchestral chime to an otherwise standard part to lacing magical shimmer through del 
icate arpeggios. Elliott Smith used a 12 string acoustic for subtle slide tracks, while Leo 
Kottke-often with his 12 tuned down to C-has applied the sound to nimble yet growling 
instrumentals. Played in anger, a12-string can be a much more formidable rhythm instru 
ment and accompanist than a standard 6-string acoustic guitar, a fact that has made it 
the choice of a long line of asbestos-throated belters from Leadbelly to Bob Mould. 

In this roundup, we review four 12-string acoustic guitars priced from approxi- 
mately $650 to $1,000. It's a price range intended to be accessible to most serious 
players: high enough to yield a quality instrument, but low enough to be justifiable 
to those who might want to dabble with the format while remaining dedicated to 


rounnur ® 


their 6-string playing. Each of the 
instruments tested here has a solid 
spruce top, a single cutaway, and an 
undersaddle pickup with onboard pre 
amp for instant gig-readiness 

Be aware that playing a 12-string 


requires some adjustment. Such guitars 
are often, although not always, based 

ound a bigger body, and they typically 
have fatter, wider necks to allow space 
for all those strings to vibrate (and to 
some extent, to withstand the tension 
produced by the extra strings). Most 
obviously, there's more for your fretting 
fingers to grapple with, and you can find 
your hand and wrist aching after your 
first few extended sessions with a 12 
string. Fingerpicking is also more chal- 
lenging, and it takes practice to get your 
fingertips, nails, or fingerpicks to accu 
rately slip between those pairs of strings 
on the fly. Playing 12-string also takes 
more picking-hand muscle because the 
instrument's firmly braced top requires 
extra energy to get it moving for a satis 
factory sound 

A minor detail, but one worth not 
that all 


equipped with a neck-heel strap but 


ing, is four guitars come 
ton, which shows these makers intend 
you to take these instruments onstage. 
АП guitars were tested through a range 
of conventional tube guitar amps and 


solid-state acoustic amps, and a club-sized Mackie P.A. system. 


Giannini Craviola GWSCRA12 ELX 
Best 
cut a striking figure 


nown for its quality classical guitars, Brazilian maker Giannini 
vith the release of its asymmetrical Craviola 
models in 1969. The 12-string version was popular for a time on the 
folk scene. The series has been reintroduced to North America this 
year after a period of absence from the market and, as well as being 


the most affordable guitar in this roundup, the Craviola GWSCRA12 


ELX (list $689/street $519) is also the only one manufactured in this 
hemisphere. Tranquillo Giannini started building al guitarsin 


Såo Paulo in 1900, and was a considerable force in the South Ameri 


78 


FALL 2006 


Craviola 12-string appealed to players gripped Бу 
which the 12-string often played a starring role andi 
made frequent live appearances with the model 
The shape, conceived by Brazilian guitarist Paull 
patented by Giannini, is best described as å sandWith 
mandocello-like (or teardrop shaped) bass side mart 
melted, deep-cutaway concert-sized treble side, 
soundhole. Aside from the visuals, two of the most 
the unusual shape are the broad expanse of top bel 
the that the waistless upper body digs into your) 


t hourglass-shaped acoustic guitars. Thats 


The Craviola sports a 
B-Band A3.2 preamp. 


it pretty comfortable on the lap. 
е top is joined by laminated pau 
cedar neck, and а morado fretboard 
also appear to be of cedar, and there's 
od nut through the soundhole. A B-Band 
and volume controls translates the 
ipmounted beneath the saddle piece 
Je. This instrument is very solidly put 
‘appealing guitar overall, but there's 
“Оп опе hand, it has the feel of a more 
other, a few minor blemishes are 
luding a 1/8" spot near the end of the 
ber finish didn't adhere, a very small 
tle filler in places around the top binding, 
8 around the kerfing. I'm willing to for- 
іт the overall quality for the money. 


8 neck is pretty easy to get to grips with, 
it width, which is not extreme for a 
ththan many 6-string players might 
with a very playable setup right out of 
induced some slight, but not overly 
jion between the 10th and 14th frets. 
bachable 12-string. Given the elongated 
Ito be a little neck-heavy, and the Craviola 
less bass-side provides a natural brace 
‘ition, and it's easy to keep the neck 
taxing the fretting hand. 
iola has decent depth of tone, and is 
sheen in the highs. It produces 
n hit it hard enough to get the top 
uch brittle in the highs (although that 
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The Craviola's unique 
shape is certain to get 
you noticed on stage. 


should mellow with age), but remains fairly consistent across the 
frequency spectrum. Lows aren't deficient as such, but aren't 
particularly pronounced either. Plugged in, the efficient B-Band A3.2 
preamp does a great job of translating the Craviola's tone through 
your amp, considering this is a single-input system with only an 
undersaddle pickup and no added microphone (which is true of all 
the guitars in this review). There's plenty of the percussive zing that 
helps make electro-acoustic timbres useful in their own right, with 
enough warmth and girth to keep things from getting strident. 


Alvarez AJ60SC/12 NAT 

This big jumbo takes us up a couple notches in terms of depth and 
voice from the Giannini we just sampled and the Yamaha to follow, 
and is actually more in line with some of the more popular 12-string 
models from the instrument's boom days-the Guild F412 and 
Gibson ]-200-12. Like these, the Alvarez is a deep-bodied acoustic 
made from spruce and maple, designed for volume, projection, and 
note definition. At first glance, the AJ6oSC/12 (list $849/street 
$599) looks like what a 12-string in this price range wanta to be 
when it grows up, and that impression carries on through feel and 
sound when you sit with it a while. Guitars like this are one of the 
reasons so many folkies and singer-songwriters turned to acoustic 
12-strings in the first place: They not only offer a lot of sound in ће 
harmonic sense, they also shout that orchestra-in-the-hand from 
the hilltops, and they certainly get you heard. 

The three-piece maple neck on this guitar is a broad fellow, with 
a17/s" width at the nut, and a full C-shaped profile-noticeably fuller 
than the Giannini's-that's likely to take some adjustment for 
many players. The solid Englemann spruce top has an appealing, if 
somewhat varied grain, and there's a slight degree of flame in the 
laminated maple back and sides. It's an attractive and very well 
assembled instrument both inside and out, and blends traditional 
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ALVAREZ AJ60SC/12 NAT 

* Body: solid Englemann spruce top, laminated 
maple back and sides; depth 43/32" to 428/42" 

* Neck: maple with bound rosewood fretboard; 17/8* 
wide at nut; soundhole trussrod access 

* Scale: 2512" 


st Alvarez 
ет 600T MkII 
* Made in Korea 


* Tuners: dieca 
* Preamp: 5) 


The AJ60SC/12's sparse fretboard is a 
study in understated elegance 


The Alvar 


stem 600T МК!! preamp. 


elements with elegantly understated modern touches, as 
evidenced in the single diagonal 12th-fret position marker 
in the chocolate-brown rosewood fretboard, the ivory 
binding and three-ply back stripe, the mother-of-pearl 
soundhole ring and headstock inlay, and other appointments. A host 
of other details indicate that Alvarez is just as interested in sound 
and performance as in looks-the scalloped, tapered X-bracing that 
should keep the big top sturdy, yet allow it to really get moving, and 
the inclusion of Elixir strings at the factory, to name but two. Also, 
the System 600T MkII preamp on this guitar is the most versatile 
unit in this roundup. It has a 3-band EQ, plus a mid-frequency 
adjustment control, a frequency notch control for squelching feed. 
back, a level control for the undersaddle pickup, an auxiliary level 
control (with -20dB pad switch) for an optional soundhole pickup 
or condenser microphone (neither of which is included in the pack: 
age), a phase switch (for matching the onboard piezo and optional 
pickup or mic), a master volume knob, and a tuner. 

Performance 

Abountiful, robust design such as this is perhaps less likely to appeal 
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to the casual or small-handed player, or one Whol 
particular 6-string and only wants to flirt with alan 
the AJ60SC/12's girthsome neck and bovine body rep 
when you step into jumbo country, and this 15 act 
playing example of the breed. The very resonant 
that approaches a medium string height fromt 
beyond, but these big-bodied guitars are made i 
some serious rhythm, and Alvarez is correct toe 
slightly elevated and buzz-free: Lay into it wif f 
AJ60SC/12 rewards you with impressive volume andi 
This is a very linear, yet rich acoustic instrument 
that avoid getting flabby even when you dig im and 
tinkle in the highs that lends a lacy appeal to the wa 
Through each of the testrigs the versatile pream 
belter admirably. With the EQs flat, the bass is, suf 


INSET PHOTO 


easily remedied after a brief fiddle with the 
erwise, even with this single-pickup system 
Shimmer and thump in amplified chord work, 
punch to help lead lines or fingerpicking cut 
hat this preamp has a lot of gain. Given the big, 
itrather prone to feedback, but the notch 


this instance is the prototype of a new model 
АРХ range 
Oe a worthy addition to a long-standing and 
With its compact concert-sized body (gradu 
It indepth), and reasonable 13⁄6" nut width, 
Nehabitual 6-string player. The APX700-12 NT 


f electro-acoustics, and оп this 


The Yamaha System 56 preamp. 


Style meets simplicity in the 
compact and versatile Yamaha 
АРХ700-12 


YAMAHA APX700-12 NT 
* Body: solid spruce top, laminat 
ed nato back and sides; depth 

36/16" to 39/16" 

* Neck: nato with bound rose 
wood fretboard; 1316" wide at 
nut; headstock trussrod access 

* Scale: 25!/8" 

* Tuners: diecast Yamaha 

* Preamp: System 56 

* Made in Taiwan 


(list $919/street $649) has a solid spruce top, laminated nato back 
and sides, thr 
stock), rosewood fretboard, and rosewood pin bridge. 


-piece nato neck (with splices at the heel and head- 


A thin polyurethane gloss finish has been flawlessly applied to 
the radiant, tight-grained top, and is beautifully contrasted by 
creamy ivory binding around the top, back, fretboard, and headstock, 
with added five-ply black/cream purfling inside the top edge, and 
k at the back and headstock. Together with the 
of-pearl 
position markers and headstock inlays, it makes for an elegant pack- 
ing work is also 


single-ply blac 


abalone swirls around the soundhole ring and the mothe 


age. A peek inside reveals that the bracing and ke 


nd all in all, it's a truly noteworthy instrument in 
АРХ is a sterling example of the kind of quality 
se manufacturer is capable of achieving these 


extremely tidy, 
its price range. Thi: 
Yamaha's Taiwa 

days. This model carries Yamaha's new System 56 preamp with an 
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TAKAMINE EG523SC-12 

* Body: solid spruce top, laminat- 
ed flamed maple back and 
sides; depth 4" to 427/32" 

* Neck: maple with bound rose- 
wood fretboard; 17/8" wide at 
nut; soundhole trussrod access 

* Scale: 25" 

* Tuners: diecast Takamine 

* Preamp: TK-40 

* Made in Korea 


onboard tuner, 3-band EQ, a slider for 
adjustable midrange frequency, and a 
master volume-a single-source system 
thattakes its input from a piezo pickup 
mounted beneath the bridge saddle. 
Performance 

This prototype. APX700-12 proved 
smoothly playable, yet buzz-free right 
from the factory, and required nary a 
tweak. The neck's rounded but not 
overly clubby D profile sits extremely comfortably in the hand, 
and gives plenty of support across the palm to help you fret this 


abundance of strings without cramping up. Of course, the relatively 
narrower fretboard (in 12-string terms, at least) makes fingerpicking 
more of a challenge, as there's less room for fingertips to pick 
distinctive string pairs, but this style of playing isn't the 12-string's 
forte anyway, and it's still manageable with care and practice. 

You couldn't credit this Yamaha with particularly ballsy lows 
when played acoustically, yet it isn't especially shy in the bass either. 
Mids and highs are more pronounced, with a lot of punch and sizzle 
that works great for contemporary pop and acoustic rock. Plugged 
in, with all EQs set flat, the lows are more solid, while mids are a 
hair recessed, but this is all easily adjusted to taste with the simple, 
but effective System 56 preamp. It's a 12-string that is predisposed 
to jangle more than to roll out mellow, nuanced instrumental tunes, 
but it's a versatile guitar even so, largely very well balanced, and a 
pleasure to play. And while the preamp carries no dedicated control 
for notching feedback, it's pretty easy to home in on unwanted 
resonances with the EQ and midrange sliders 


Takamine EG523SC-12 

In both proportions and materials, the jumbo-bodied EG523SC-12 
(list $969/street $689) is very similar to the Alvarez AJ6oSC/12, 
although the Takamine has a shorter 25" scale length, and is the 
only guitar in this roundup that wears jumbo frets. As such, it's 
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another instrument inspired by the genre 

a solid spruce top for warmth and resonance, 
maple back and sides for definition, highend | 
tion. The spruce in this top hasa rather uneveng 
considerably in some places, along with а со 
larities. In fact, I find the imperfections attracth 
affect tone unduly, although consistency 0 
considered one of the factors in judging the! 
spruce as tonewood. The braces in the topi 
gently scalloped, and should allow this thick ai 
moving. A pinless rosewood bridgedifferentint 
little from anything we have seen 50 far THE 
notch at the rear of the bridge beforepassingol 
over a pair of compensated saddle pieces-o 

and another for the В and high-£ pairs: 
string loading quicker and easier=sometl 
Ithough the more direct te 


on a 12-string- 
(versus a pin bridge with the strings’ ball 


angles into a bridge block or plate beneath 
the use of two screws to help hold thew 
hidden beneath black dots at the rear edges 
The rosewood fretboard atop this ins 
neck carries luxurious V-block inlays, with 

mother-of-pearl blocks, which is echoed by 
center of the multi-ringed soundhole ros 


pointed tortoise pick- 
guard completes the 
picture, and harkens 
back somewhat to the 
Western roots of 
these big jumbos. It's 
a cohesive, attractive 
та well put together. This is another big 
гіп å rounded C profile and a width of 
fut (Oddly, the nut itself on this example 
neck width.) Again, small-handed players 
Us par for the course-those 12 strings need 
dimensions would make playing diffi- 
lor thick-fingered musicians. Takamine's 
edge of the upper bass bout receives 
Û Mounted in the bridge. It has a 3-band 
adjustable feedback notch filter, EQ 
da tuner. It's a comprehensive system 
0,880 should do all that's required to get 
hassle. 


Thythm accompaniment, the EG535SC- 
Fsound. There's excellent projection here, 
ght and precise within chords, even 

ie ear why the spruce-and-maple com: 
‘Standards for this type of acoustic 
space within that big, deep body, the 
Woolly haze that cripples some jumbos 
‘all this sonic information happening- 
ringing out with a multiplicity of 
Motes remain distinct in the brew. 
from the same cutting power, and 


The Takamine TK-40 preamp. 


Ө воонрыР 


The Takamine EG535SC-12 
blends unusual design points— 
such as the pinless bridge— 
with some elaborate takes on 
traditional trim. 


ring true and sustain long. It isn't an overly refined tone їл terms of 
warmth, depth, and texture, but it does the job it sets out to do with 
muscle and aplomb. 

Plugged in, the Е05355С-і2 and TK-40 preamp combo deliver а 
real powerhouse of amplified acoustic noisemaking. It's a simple 
preamp to use, but offers plenty of variation for tonal texturing and 
feedback elimination, and does all of its intended jobs darn well. 
Also, there's enough gain on tap here to ensure you've got plenty of 
oomph and staying power, even amid a full band mix running 
through the mixer. All in all, an excellent package for the dedicated 
weekend gigster or a professional performer on a budget. 


Verdict 

These are all fun and effective instruments, and each has its place 
in the market. The Alvarez and Takamine could be the choices for 
players who want to kick out that 12-string thrang with volume and 
authority. The Takamine's voice is just a shade fuller and richer than 
the Alvarez's-both acoustically and amplified—despite the very 
similar designs and construction. That said, the Alvarez sounds very 
good, and offers a lot of guitar at the $600 ballpark street price. For 
your extra $100 or so, the Takamine also gives you a little more flame 
in the maple, as well as more elaborate fretboard adornments, 
although the Alvarez's simplicity might be more to many players’ 
tastes anyway. Having said all this, the Yamaha might be the most 
popular all-rounder here: It's an easy conversion for smaller-handed 
players or those accustomed to smaller 6-string necks, and it still 
offers a lot of sound and great playability in a fairly compact pack- 
age. The Giannini Craviola is the oddball of the bunch, but ithasa 
lot of appeal, offering its own look and tone, and giving you plenty 
of guitar for the money. It's very playable, sounds great, is made in 
the Western hemisphere, and is guaranteed to help you stand out 
on stage. Easily a good value at five-and-a-half or so bills. e 
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Thevibrantcity of Austin, Texas, hosted 
the 2006 summer NAMM Session-a 
crazed assemblage of manufacturers, 
retailers, musicians, squinty media 
types, and hyper-caffeinated sales peo- 
ple-from July 14-19. Despite the swel- 
tering heat outside, the mood was 
relaxed and upbeat on the convention 
center floor. The following are highlights 
of what the Frets crew took in as we wan: 
dered aisles and aisles of gear in search 
of aural gratification and juicy news. 

One thing: Austin bills itself as the 
"Live Music Capital of the World," and 
friends, it certainly exceeded our 
expectations, at least on this weekend. 
Austin's entertainment district offers 
block after block of clubs and lounges, 
all featuring live music and fabulous 


players. If you haven't been Visitors to the D'Angelico booth were treated to І 
to Austin, it's well worth played by Gary Bruno. And yes, of course those! 


the pilgrimage. 


When the Grammy Wil 
turned to Martin for asi 
flat-top, the results Wel 
as the Chicago bluesman 
guitar's jumbo body 
top, East Indian rosi 
sides, and an unusual 
ply top purfling. Guy's p 
manifests itself with ti 
large and small in the 
and fretboard. Fishman 
Kim Breedlove's new 4 included top 
mandolins include the ! tone knobs) 
sharp-looking Premier 
Signature f-hole 
model in honey stain. 
It has a carved and 
voiced solid-spruce 
top with tonebar 
bracing, flamed 
maple back and 
sides, and a 
radiused fretboard 
with jumbo frets. 


Dana Bourgeois’ new BK Slope D is іперй 
built for Bryan Sutton. The flatpicking 
Bourgeois "the Banjo Killer,” hence the 
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The new D Watson signature model turned heads at the 
Gallagher booth. This soulful dreadnought has a Sitka 
spruce top, African mahogany body, ebony bridge and 
fretboard, bone nut and saddle, and subtle maple binding. 
Watson's signature (shown in the inset) is inlaid in mother- 
of-pear! at the 14th fret. Doc, you rock 


atherine 
crowd spellbound at the 
Goth with her snappy pick 
fretwork. Clearly, the banjo 
Іп the hands of а new gen: 


If you have a 
rockabilly itch, 

you'll want to get Demonstrating his new Gitane Signature Series 
acquainted with DG-330 Selmer-style guitar, John Jorgenson 


Peavey's new JF- gets down with some mind-melting Gypsy-jazz 
2, a semi-hollow lines. Dubbed the Tuxedo model, this black- 
archtop based on and-white Gitane is inspired by a '50s French 
the company's guitar Jorgenson saw in a photo. 
243/4"-scale ЈЕЛ 


jazz/fusion ax 

The JF-2's light 
weight maple-ply 
body sports an 
outrageous top 
that comes in 
gold, silver, or red 
sparkle. The gui- 
tar's high-output 
mini-humbuckers, 
vintage spring- 
arm wang bar, 
and Grover tuners 
promise a hot 
time for players 
and listeners alike. 


Working with fingerstyle wizard Doyle Dykes, amp guru 
Paul Rivera developed the Sedona combo, an all-tube 
acoustic guitar amp. The Sedona Lite, shown here, is the 
next generation in this pioneering series. Featuring a spe- 
cially tuned, ultra-light 12" neodymium woofer and liquid- 
cooled dome tweeter, the Lite kicks out 55 watts of fat, 
soulful EL34 power. The 2-channel amp happily accom- 
modates a variety of magnetic pickups, undersaddle 
transducers, and onboard mics, as well as a vocal mic 
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The new G400JV Jimmy Vaughan Synchromatic archtop 
gets a workout in the hands of Gretsch’s steady rollin’ 
Mike Lewis. Constructed of solid wood, this acoustic- 
electric Gretsch sports a nitrocellulose lacquer finish, а 
Fishman bridge pickup, cat's-eye soundholes, and gold 
Grover Imperial tuners. T At the Fishman booth, Ra 
the new 100-watt Loudbor 10 
through its paces, proving tl 
a great guitar and Vou 
enough burly low end, cli 
jection to fill clubs апаа 


The new Grand Symphony models have 
earned Taylor a lot of attention in 
recent months. Sporting a new body 
and bracing design, GS guitars have a big, 
bold sound. Taylor offers four combina- 
tions of body and top tonewoods. Shown 
here are the cedar/rosewood and 
cedar/mahogany editions; the other two 
GS models have spruce tops and rose- 


wood or mahogany bodies 
Too often the Бийдеї-со! 


tarist is offered only cheap: 
of classic Martin and Gib 
tops. But with the. 
Tanglewood shows tl 
for original shapes and 
the under-$1,000 bi 
boasts a solid cedar to 
solid rosewood b 
a mahogany 
wood fretboard, 
Grover tuners, ай 
Classic electronig 
fetching oval 
and Florentine. 
TW45 stands al 
the copy-cat croi 


Archtops were hot at this 
summer show, so we 
should be seeing an influx 
of jazz boxes in stores 
soon. Ready to swing when 
you are, the tantalizing 
Hagstrom HL-550 has 
à laminated 
mahogany body, 
a 243/4"-scale 
fretboard, a float- 
ing Custom НҒ-50 
humbucker, and å 
natural matt finish. 


Some people boast about owning a vintage 
what about one made from prehistoric wooded 
back and sides of the new Garrison GLEN afl 
from solid Kauri wood, which comes froma 
were buried in a New Zealand peat swamp 
the last Ice Age and only recently exa 
ancient Kauri wood is certified to be b 
30,000 and 50,000 years old, and is tf 

most ancient workable timber, 
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developed the world's 
guitar top, and three 
d the Adamas line of 
bon-topped acoustics. 
WT sports a ra 
(see inset)—a beau 
О version of the multi 
System Ovation engi. 
Meers developed іп 1975 


Noted luthier Abe Wechter introduced a new line of onboard 
electronics for his flat-top and resonator guitars, Created in 
conjunction with Schertler, the SW (Schertler/Wechter) 
Bluestick Onboard System consists of a Bluestick undersaddle 
pickup; a set of volume, treble, and bass controls that are easily 
accessed through the soundhole (see inset photo); and a pre: 
amp that's housed inside the 1/4" output jack and powered by а 
9-volt battery mounted on the headbiock inside the guitar 


With their immaculately built guitars and relaxed presen- 
tation, Richard Hoover and his band of craftsmen always 
699 some welcome elegance to the NAMM circus. With 
its 12-fret dovetail neck joint, mahogany back and 
sides, Sitka spruce top, extra-deep 5!/s" body, 
small soundhole, and righteous sunburst finish, 
this new RS (Roy Southerner) Model embodies 
all the class and beauty of Santa Cruz Guitars. 


Bill Collings has earned an enviable repu- 
tation for his acoustic flat-tops, archtops, 
and mandolins. At this show, Collings 
debuted a Ипе of electric guitars, includ- 
ing the City Limits Jazz he's holding here. 
This svelte 6-string features an X-braced, 
carved spruce top, mahogany back and 
sides, a 251/2"-scale fretboard, and a float- 
ing Bartolini pickup with pickguard- 
mounted tone and volume controls, 
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PRODUCT SPOTLIGHT @ 


FireBall V 

Audix Corp 

Now Available 

The New FireBall-V is а harmonica/beatbox mic 
that incorporates a volume knob to help control 
volume on stage. The FireBall-V is designed to 
maintain its sonic clarity even when being cupped. 
SRP: $199 

www.audixusa.com 

800-966-8261 


SPECIAL ADVERTISING SE 


Acoustic DI 

LR Baggs 

Now Avaliable 

The Para 01 is a ultra-quiet 5 Band EQ/ Direct. 
Box that features tunable midrange and notch 
controls adjustable gain and XLR and 1/4" 
outputs. Powered by a 9v battery or 48v 
phantom power the Para DI is great for stage or 
studio play. 

SRP: $229 
wwwrbaggs.com 
805 929-3545 


Guitar Collection Case 


(Vintage Model) 


Access N Sight 
Now አመና 


Keep your guitars visible and protected with 
easy access. Built-in gauges, humidifier, safety 
glass lock, 6 models, 7 hardwoods. Designed 
specifically for guitars Comes fully assembled. 
Call for brochure or visit our website. 
SRP: $4,150 (Price includes shipping 
within the contiguous US) 

com 


www. 
406-961-3158 


Audix Introduces the MicroBoom™ 


Audix 

2223 

Designed for use with Audix Micros series, the 
MicroBoom is a 50-inch carbon fiber boom arm that 
attaches to any microphone stand. Less than .3 inches 
in diameter and weighing only 2.5 ounces, the 
MicroBoom may be used horizontally as an overhead 
mic for choir or orchestra, or vertically for presentations. 


SPECIAL ADVERTISING SECTION 


Audix OMS 


@ PRODUCT SPOTLIGHT 


SansAmp Para Driver DI 
Tech21 


analog circuitry, equalization, variable 
gain. Also in rackmount format: SansAmp RPM. 
SRP: 5250 

минледд1пус сот 

973-777-6996 


Burrell Fat-Boy Acoustic 


Burrell Guitars 
Now Available 


Introducing 2 rows of 3 Bass Side Tuners; 
I have 50 Curly Cherry Side & Back Sets 
available; also Mahogany, Walnut, & Curly 
Maple. Fishman P-51 optional. 

SRP: 51,800 


304-429-4848 


Radial® J48™ 

Active Phantom-Powere 
Direct Box 

Radial Engineering 

Now Available 

World's most advanced active direct 
box! The J48's internal digital switchi 
power supply increases rail voltage fo 
greater headroom than ordinary DI'S, 
Ideal for active acoustic guitars where 
maximum dynamic range is a must 
SRP: $199 USD 
wwwradialeng.com 

604-942-1001 


Audix Introduces the VX-5 
Audix 
Now Available 


40 Hz - 18 KHz, the VX-5 incorporates 
switches for bass roll-off and a 10 d8 
pad, enabling the capsule to handle 
sound pressure levels in excess of 140 dB. 


Octane 818 Black Top Electric, 

Model: 01-818ВК-2Не 

Babicz Guitars USA 

Now አዚህ 

Lateral Compression Soundboard - Endless controlled sustain 
Adjustable Neck = Set your own action in seconds 
Torque Reducing Bridge = Adjustable for intonation 
Seymour Duncan Pickups = Killer tone 

LR. Baggs Piezo option = Acoustic output blend 
SRP: $1,649 


877-856-0780 


VL 
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SUGAR HILL RECORDS— 
A RETROSPECTIVE 


Don't let the demure cover artwork fool you: Sugar Hill Records— 
А Retroapectiveis a treasure chest stuffed with sparkling musical 
gems. This four-disc box set spans 25 years of the Grammy-win- 
ning label's history, from its inception in 1978 through 2003. The 
artists featured in this 81-song collection are some of the most 
creative songwriters, inventive interpreters, and badass pickers 
intheroots-music world. Ricky Skaggs, Marty Stuart, New Grass 
Revival, Mike Auldridge, Tony Rice, Doc Watson, Chris Hillman, 
Doyle Lawson, Tim O'Brien, Emmylou Harris, Townes Van Zandt, 
Jerry Garcia, Dolly Parton, Sam Bush, Guy Clark, Jerry Douglas, 
Nickel Creek, Sonny Landreth, Albert Lee, and Bryan Sutton are 
just some of the remarkable musicians represented in this set. 
Bluegrass-traditional and contemporary—predominates, rub- 
bing shoulders with country rock, remakes of old-timey anthems, 
modern storytelling, a little swing, and a lot of genre-busting, 
nouveau-acoustic music, There's no filler here. Every track is 
stunning, and every song is опе of the artists’ best, played with 
panache and artfully recorded. 

The music is organized chronologically (with some over- 
lapping years), with disc one documenting the period from 1978 
101986. The combination of players is amazing: On “Could You 
Love Me One More Time,” a young Jerry Douglas trades Dobro 
licks with Tele great Albert Lee and steel legend Buddy 
Emmons, as they back Ricky Skaggs, who was then still a mem- 
ber of Emmylou Harris' Hot Band. John Starling's "Long Time 
Gone" features Harris and slide guitarist Lowell George. On 


Marty Stuart's version of “Hey Porter" by Johnny 
in Black himself sings lead and plays rhythm 
panied by Doc Watson on harp and his late son M 
We hear the birth of newgrass by way of Bél 
cohorts, who mix reggae rhythms with Sam. 
mandolin backbeats. Tony Rice's ringing flat-to 
tinkling mando blend magically with their р 
the high, lonesome "Bury Me Beneath the 

Disc two stretches from 1982 to 1996, where 
dominant theme. We hear Douglas riff oi 
smoking live performance of “Freeborn Mand W 
rears its toe-tapping head in "If You Ain't Lo 
les & the Trailblazers. Flatpicker Scott Nygaard! 
Tim O'Brien weave supple lines through а 
of Bob Dylan's “Señor.” Backed by fiddler 
O'Connor, Townes Van Zandt sounds like a 
badour (which he was) in the melancholy “At 
Russian acoustic octet Kukuruza delivers soul: 


European melodies in “Mother I'm Lonely.” 


The eclectic adventure continues acio; 
four, which cover the years 1993-1998 and 
tively. Highlights include a 13-year-old 01 
musical genius is already evident—tearing 


mixes wailing blues and churning Cajun ፪ 
blowing slide. Jerry Douglas uses Duane 
Martha" as the framework for his doub 
melodies and scintillating harmonics, On “Chi 
bluesman Clarence “Gatemouth” Brown co 
boogaloo groove, backed by punchy horns an 
notes spray from Bryan Sutton's flat-top li 
acetylene torch in “Decision at Gladys Fo} 
Extensive liner notes—including a detz 
description of the music written by label foi 
enhance the listening experience by providing; 
background on the players. A companion DVD 
package, with artist interviews (Jerry Douglas, 
Lawson, Emmylou Harris, and Tim O'Brien ат 
offer commentary), music videos, and соо! 
Hill artists, staff, and memorab ingl 
beautifully presented, A Retroapectivewillcap 
anyone who digs roots music. Sugar Hill. 
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This definitive, three-CD collection of Gram Parsons' music 
comprises his two solo releases: GP (released in 1973), the 
album that gave many listeners their first taste of Emmylou 
Harris’ mesmerizing voice, and Grievous Angel, also featuring 
Harris, which was released posthumously in 1974 (Parsons died 
on September 19, 1973). Besides offering a wealth of great songs 
and exceptional vocal performances, these two albums are 
packed with great playing by elements of Elvis Presley’s TCB 
band, including guitarist James Burton, keyboardist/arranger 
Glen Hardin, and drummer Ronnie Tutt. A host of other hot- 


` For decades now, the thrust of African popular music has largely 
been electronic and dance-oriented. Recently, however, a new 
. acoustic movement has been afoot, and the 12 artists and songs pre- 
sented on this excellent disc provide examples of its many facets. 
Some of the artists, such as Malian guitarist Habib Koité and Benin- 
_ian vocalist Angélique Kidjo, are already fairly well known in the 
_U.S., whereas others will likely be unfamiliar to most American lis- 
teners. The emphasis in all cases is on songwriting, and while the 
songs are sung in various African languages, the melodies and 
instrumental arrangements alone make for a compelling and enjoy- 
able listen, and provide lots of inspiration for musicians and 
“songwriters looking to expand their harmonic horizons. 
Inaddition to great singing and songwriting, this disc features 


GRAM PARSONS: 
THE COMPLETE REPRISE SESSIONS 


ACOUSTIC AFRICA 


shots of the era appear as well, such as pedal-steel players 
Buddy Emmons and Al Perkins, guitarist Bernie Leadon, and 
bluegrass fiddler Byron Berline. Along with the several bonus 
tracks of rare radio interviews with Parsons, the bomb of this 
collection (which was put together by Emmylou Harris and 
Rhino's James Austin) is the CD containing 18 alternate takes 
from the GP and Grievous Angel sessions-an absolute gold- 
mine of previously unreleased material that stands on its own 
as some of the best to emerge from the pairing of Parsons and 
Harris. Reprise/Rhino. -Art Thompson 


some fine guitar work, particularly that of legendary master 
Malian guitarist Djélimady Tounkara, who is renowned for incor- 
porating elements of traditional griot instruments (ngoni, 
balaphone, and kora) into his style, Koité, South African Vusi 
Mahlasela, and Manecas Costa from Guinea-Bissau also con- 
tribute some nice playing. (Koité, Mahlasela, and Ivory Coast 
vocalist Dobet Gnahoré are currently performing throughout the 
U.S. and Canada as featured artists on the Putumayo Presents; 
Acoustic Africa Tour). Many of the songs on Acoustic Africa deal 
with social issues confronting the continent, and a portion of the 
proceeds from this CD will benefit Mercy Corps and Oxfam, which 
provide resources for AIDS patients, victims of the fighting in 
Darfur, and fair trade concerns. Putumayo. -Barry Cleveland 
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What a great story. Acoustic guitarist Mark Fosson grew up 
in Kentucky, where he cultivated a solo acoustic style in the 
vein of John Fahey. In the mid '70s, Fosson sent a tape to Fahey, 
who was then the head of the Takoma record label. To say that 
Fahey was impressed would be putting it mildly, as Blind Joe 
Death himself scrawled on the tape box, "Sign him quick," and, 
"Best demo I've heard since Kottke.” So Fosson high-tailed it 
out to Los Angeles to record his Takoma debut. But the label 
was falling on hard times, and just as Fosson finished his 
album, Fahey sold the label, but offered Fosson his master 
tapes back. Fosson found zero takers, so he stashed the tapes 
away in his garage, where they sat for over two decades. 


LIVE ONE 


Born into a musical family, Tommy Emmanuel has been gig- 
ging professionally since the age of six, and every time he 
hits the stage-including for the epic performance captured 
onthis two-CD set-it shows. Sure, "guitaristically" speaking, 
he's got monster technique for days (he plays largely in stan- 
dard tuning, but, thanks to his wonderful fretting-hand 
sustain and stunning hybrid-picking attack, he comes off a 
bit like a superhuman, rock and roll hybrid of Merle Travis 
and Chet Atkins). But Emmanuel's gift far transcends the 
ability to wow other guitar players—he plays the kind of high- 
energy, foot-stomping, ultra-melodic solo steel-string that 
has a universal appeal, captivating everyone from toddlers 
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THE LOST TAKOMA SESSIONS 


TOMMY EMMANUEL 


But when Fosson's cousin, Tiffany Anders, became a Fah 
fan a few years ago, she was relayed a family legend that her . 
cousin actually recorded an album with Fahey. So Anders 
tracked down her cousin and the tapes. The hunt was worth it, 
because The Lost Takoma Sessions is a real jewel. Fosson, who | 
currently resides іп Los Angeles where he continues to write -| 
and record, should forever be mentioned in the same breath as 
other Takoma luminaries Robbie Basho, Peter Lang, and Leo 
Kottke, as his ringing 12-string deftly propels the album's 12 
originals. Fosson's tone is round and luxurious, and his playing 
exudes an understated joy, with nary a wasted note to be found. 
on the whole album. What a treasure. Drag City. —Darrin Fox 


to grammas. 

Emmanuel's repertoire is impressively vast. On Live One, 
for example, the human jukebox tackles the Beatles, Rodgers 
and Hart, Merle Travis, Peter Allen, "Amazing Grace," and, of 
course, his own originals ("Train to Dusseldorf" has a 
thrilling runaway-locomotive feel, and the echo-laden "Initi- 
ation" explodes kaleidoscopically, like a one-man version of 
the mighty Zep's "Whole Lotta Love"). Handling each groove 
with aplomb and crowd-pleasing swagger, Emmanuel tears 
across each of these harmonic landscapes like a 4x4 racing 
freely through the outback, doing wild stunts. Listening to 
his solo-guitar adventures is a blast. CGP. —Jude Gold 
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FINISHING 
SUPPLIES 810015 
FOUND NOWHERE ELSE. 
RIO GRANDE & 
LINDY FRALIN 
ELECTRIC PICKUPS 


FISHMAN, 
HIGHLANDER, 

LR BAGGS, D-TAR, 
& HEADWAY 
ACOUSTIC PICKUPS 


Quick Delivery 
Helpful Staff 


1-800-477-4437 
www.lmii.com 


"ART 
IN LAY 


EXPANDED 


Аъ 
Books 


FALL 2006 95 


G BRCGOODIESGIUERUURSE 
D'Addario and Planet Waves 


rio and Planet Waves want to treat one lucky TOTA 
r to a veritable cornucopia of gear must-haves IEA 
GIVEAW 
fall. Enter the giveaway for a chance to fill your gig я s 
with tuners, strings, a pedal board cable kit, straps, VALUE 


and tons more goodies. It's like trick-or-treating $2,603 
the sugar shock! 
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are የአላህ such caes Sponser 
www fretsmag.com 


ondes Giveaway, Musi ayer 
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Alex Lifeson 
and 5 mus 
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stunning solid tone woods 
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* premium sitka spruce 
mahogany, rosewood & maple: 
* prestigious fingerstyle (EF), 
advanced jumbo (АЈ), classical 
* nylon (EN) & dreadnought (DANN 
pear! and abalone inlays 

* tapered dovetail neck joints 
with hot hide glue 

* vintage-style open end tuners 


I. г. baggs electronics 
* embroidered hard gigbag 


with built-in hygrometer 
* lifetime warranty 
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Visit www.rush.com 
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Call 1.800.444.2766 or visit us at www.epiphone.com performance is our passion 


a part of the Gibson family of brands 


